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This work is a continuation of the article “Symphonic Concert of Oriental Music in Kazan in
1923” (Tatarica. 2022. No. 1). The study is based on an interview with A. Eichenwald, reviews and
opinions about the concert of oriental music in Paris published in foreign press. The author recon-
structs the geography of the composer’s tours using archival sources. The article proves that A.
Eichenwald carried out consistent work to promote Tatar songs in the world cultural space. Having
become acquainted with the content of reviews and opinions, the author comes to the conclusion that
the composer introduced the musical circles and correspondents to the reviews already found in Rus-

sian and Tatar publications.
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Introduction

The Employee’s Labor List (1892-1936),
compiled by Eichenwald in the early 1930s, con-
tains information about his two post-revolutionary
trips abroad — a concert tour of Europe “with folk
songs of the USSR (Paris and other cities)” in 1924
and his tour in Nice as an opera and symphony
conductor — in 1925 (GTSMMK). However, ac-
cording to the “Musical Encyclopedia”, the time of
Eichenwald’s stay abroad and the list of countries
he visited are somewhat different. B. Steinpress,
the author of the article about Eichenwald, reports

" Due to the death of the author, the structure of the arti-
cle was built in accordance with the requirements of the
journal by its editor M. M. Khabutdinova. The material
is based on the manuscript “Anton Eichenwald’s Activi-
ties in Kazan and His Environment” (Essays) stored in
the personal archive of the musicologist [1, pp. 198-
235].
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that the composer toured as an opera and symphon-
ic conductor in France and Belgium in 1924-26,
while in 1927-28 he was in Switzerland [2, col.
495].

If Steinpress’s information is true, then, appar-
ently, Eichenwald could not omit facts about his
tour to France (Paris, Nice) in 1924—1926 in the
labor list; at the same time, he did not report on his
visit to other countries (Belgium, Switzerland) and
about one more trip in 1927-1928. In those days, it
was not safe to remind once again about one’s
tours abroad, even though those trips were carried
out with the official permission of the relevant So-
viet authorities. Moreover, in contrast to 1924—
1926, in 1927-1929, A. Eichenwald had quite long
theater contracts in his homeland and, if necessary,
could document his stay in the USSR and satisfy a
possible interest in his whereabouts.
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In M. Nigmedzyanov’s book “The Tatar Folk
Song in Composers’ Arrangement”, the geography
of A. Eichenwald’s tours looks somewhat differ-
ent. In one of the notes to his work, the author in-
forms: “In the period from 1926-1927, 1927-1928,
A. Eichenwald toured in many cities of Europe
(Milan, Paris, Rome) with programs based on Ta-
tar folk songs. See posters in the archive of the M.
Glinka Museum at the Moscow State Conservato-

ry” [3, p. 31].

Materials and methods of research

The analysis is based on foreign publications
about A. Eichenwald’s concerts in France.

The work uses traditional methods: the descrip-
tive, comparative and classification methods of
research, the study of scientific sources, the meth-
od of analysis and generalization.

Discussion

While working on the book, we managed to get
acquainted with the materials confirming A.
Eichenwald’s stay in France in 1926. Specific doc-
uments, related to his stay there in 1924, have not
yet been found, but in the interview, published in
1926 in the Parisian Russian-language newspaper
“Dni”, A. Eichenwald claimed that he had left the
Soviet Union in 1924, and there is no reason to
doubt his words [4]. What his trip was connected
with remains to be clarified. S. Makhnei, an Ufa
musicologist, calls it emigration, but, it is unlikely
that Eichenwald would not have spoken about this
fact directly when giving an interview to the emi-
grant newspaper [5].

Evidently, A. FEichenwald undertook a trip
abroad not only for the sake of special authorial
concerts. Rather, he took advantage of the opera or
symphony tours to organize his authorial concerts
(if they really were performed in 1924). But the
fact that in his Labour List A. Eichenwald diplo-
matically called his concert repertoire “folk songs
of the USSR” just means an attempt to please his
contemporary Soviet authorities and to demon-
strate the ideological relevance of his activities. In
fact, in those years, A. Eichenwald, as an ethnog-
rapher and composer, was interested in the Eastern
(mainly Turkic) peoples’ songs, not only the Soviet
ones. Even later, having already accumulated a
wider “oriental” concert repertoire, A. Eichenwald
continued to include arrangements of Turkish and
Persian, that is, foreign songs, in his concert pro-
grams even in his homeland. According to the So-
viet terminology of the later post-war years, his
Paris concert programs should have been called
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“Songs of the Peoples of the World”. In the late
1920s, having returned to the USSR, A.
Eichenwald used approximately the same termi-
nology (“Songs of the Peoples™), but not in relation
to his own works.

In addition to Steinpress’s publication, A.
Eichenwald’s music conductor job in Nice is con-
firmed by a number of documents, but it happened
in 1926, not in 1925, as he indicated in the List. In
particular, the holdings of the State Central Muse-
um of Musical Culture contain posters, announcing
the September productions of the operas “Prince
Igor” by A. Borodin and “Kitezh” (“The Legend of
the Invisible City of Kitezh and Maiden Fevronia™)
by N. Rimsky-Korsakov, and a symphony concert,
held on October 10, 1926, with the participation of
singer A. Tikhonova and pianist Sapelnikov (the
program included the works of Wagner, Liszt and
Eichenwald).

Eichenwald, with a troupe consisting primarily
of Russian opera singers (“premiers of the ex-
imperial theaters of St. Petersburg and Moscow,”
as the theatrical booklet says), was invited to Nice
by the directorate of the Milean Summer Theater in
the castle of Count Milean-Vigiéres. A look at the
elegant and beautifully designed booklet “Théatre
d’Eté de Miléant”, timed to coincide with the pro-
duction of “Kitezh” (GCTP Foundation), gives
some idea of this tour. The booklet contains a cast
of actors and performers of “Kitezh” (K.
Zaporozhets, G. Raisov, A. Yakovleva, G.
Pozemkovsky, M./B? Popov, E. Sadovina, M.
D'Arial, M. Barminov, S. / K * Kaidanovsky, G.
Dubrovsky, L. Korotnev and excellent photographs
of the Maitre (Le Maitre) Eichenwald and a num-
ber of soloists. One of the articles is devoted to the
Summer Theater itself and mentions forthcoming
performances of the Russian opera group (it is cu-
rious that it has a photo of the count with the cap-
tion “Comte de Miléant” and a photo of a Leo Tol-
stoy marble bust with the caption “Comte Léon de
Miléant-Tolstoi”).

Eichenwald’s touring operatic repertoire was
serious. Along with “Prince Igor”, performed at the
opening of the season (as reported, with the partic-
ipation of 200 performers), and “Kitezh”, from the
works of Russian composers the touring plan in-
cluded Rimsky-Korsakov’s “The Golden Cocker-
el” and “Scheherazade”, Tchaikovsky’s “Eugene
Onegin”, as well as the works new for Russian per-
formers or, at best, less known to them and requir-
ing a careful study: “Phaedra” by J. Racine “with

? In the list of performers and in the captions under the
photo, the initials of some artists differ.
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music by J. Massenet”, “Corinthian Wedding” (on
the Russian stage: “Corinthian Nights”) by A.
France “with the musical score of A. Busset™, the
operas “Mephistopheles” by A. Boito and “Orphe-
us and Eurydice” by K. V. Gluck.

Eichenwald received an invitation to Nice, al-
ready having a fame of a performer and composer
in French musical circles. Whether owing to his
personal presence in Paris or not, but in 1925, his
pantomime ballet “The Firebird” was performed on
the stage of the Alhambra Theater in Paris. How-
ever, since I. Stravinsky’s ballet, premiered in
1910 as part of the Parisian “Russian Seasons” by
S. Diaghilev, was known under this name, the bal-
let by A. Eichenwald was called “Ivan Tsarevich”.
The composer’s invitation to Nice could also be
facilitated by the fame acquired due to his recent
April and June concerts of “oriental folk music”
given by him in Paris.

Before the beginning of the second concert, his
Parisian interlocutor V. Zenz wrote, introducing
the publication of the conversation with the com-
poser in the newspaper “Dni”:

“Two months ago, in the small hall of “Gaveau”,
the composer-ethnographer A. Eichenwald, who had
arrived from Russia, gave a concert dedicated to the folk
songs of the Tatars, Kazakhs (according to the author:
Kyrgyz)*, Bashkirs, Uzbeks and Turks, the event unusu-
al for Paris. The concert gathered a full house and
caused a genuine delight of the audience, who felt not
only something new in these songs and musical plays,
but also something fresh, bright and young — as fresh
and young as everything that comes from the origins of
genuine folk art”[4].

Telling V. Zenz about the history of these con-
certs’ organization, A. Eichenwald wrote:

“In 1924, T went abroad. Here in Paris, I gave the
first concert of oriental folk music in the editorial office
of the “Revue Musical”, at the so-called “meeting con-

* It is with the emphasis on the names of the authors of
literary sources, the libretto of Racine and France, and
not on the authors of the music of Massenet and Busset,
that the information in the booklet is given.

* Further, in the author’s text, in relation to the names of
similar adaptations by Eichenwald, instead of the terms
“Kyrgyz” (n) and “Kyrgyz” (adj), we use “Kazakh” (n)
and “Kazakh” (adj) , respectively. In the cited docu-
ments, including the concert programs, the terms “Kyr-
gyz” (n) and “Kyrgyz” (adj) are retained (usually with a
note). The wrong name of the people is due to the fact
that in Russia and the USSR they were called Kyrgyz
until 1925, when the Kazakhs were allowed to return
their historical name. See, for example: [6].
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certs” practiced in Paris. These concerts were a success
in the musical environment. I got an offer to arrange a
concert for the public - but to do this I had to pay a lot
of money to the bureau. I refused. Then the concert was
arranged free of charge in the small hall of “Gaveau”.
The concert was a great success. The French media re-
acted in a very sympathetic way, noting the new and
unexpected things about the concert. The owner of the
Gaveau Hall became very interested and he himself
proposed to arrange a concert in a large concert hall.
Other musical organizations also took part in these ar-
rangements (“Mus / Zika”), now we are organizing a
real concert on June 30, already at our own risk ...” [4].

A. Eichenwald did not make it entirely clear
when the concert took place in the editorial office
of the magazine: either in 1924 (shortly after the
composer’s arrival in Paris) or in 1926 (shortly
before the first, April, concert in the Gaveau Hall).
But, one way or another, the Revue Musical was at
the origins of this undertaking. The very fact that
the magazine paid careful attention to A.
Eichenwald’s creative experiments in the field of
oriental and, above all, Tatar music already testi-
fies to the recognition of their artistic relevance
and value.

The magazine was actively involved in organ-
izing various kinds of contemporary authors con-
certs. A review of the musical life in France, pub-
lished in 1924 in the Soviet monthly journal “Mu-
sical Culture”, begins with the information about
his activities:

“Revue musicale” concerts. In the past season, the
French magazine “Music Review” organized regular
chamber concerts in Paris, in two series - winter and
spring - introducing the Parisian public to new or little-
known compositions by French and foreign authors;
thanks to excellent performers - also of different nation-
alities - these evenings have gained honorable fame. Of
the new compositions, they performed Szymanowski’s
Quartet, “Archaic Melodies” and “Metopes”, Florent
Schmitt’s Quartet, Béla Bartok’s 2nd Violin Sonata,
Korngold’s and Shansman’s Quartets, Caplet’s Improvi-
sations for Cello and Pianoforte, Kodaly’s Solo Cello
Sonata, a number of vocal pieces (Pizzetti, Caplet, et
al.) and Sem Dresden’s Sonata for Flute and Harp’. An
entire concert was devoted to Honegger, not counting
the performance of his Cello Sonata in winter and
“Easter in New York” (three poems) in the spring series.
Out of the Russian composers, Scriabin and Stravinsky
were performed” [7, p. 253] (hereinafter, italicized by
the author.- Yu. L.).

> In the magazine, we read: Schmitt; Caplet; Kodali;
Sem Dresden; Bela Bartok’s Sonata.
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Of the contemporary Russian composers, only
Scriabin and Stravinsky are mentioned in the con-
certs, organized by the magazine that season, but it
would be wrong to assume that the magazine’s in-
terest in Fichenwald’s work was due to the fact
that there was a shortage of new works by Russian
composers in France. This was not the case even in
the narrow field of chamber music, not to mention
theater music. In another section of the same re-
view of the musical life in France, we read:

“Russian music. Russian music is very popular in
Paris. Last year, among the most performed Russian
composers were Stravinsky (“The Story of a Soldier” at
Viener’s concerts; the piano concerto by Koussevitzky;
the piano transcriptions from “Petrushka” in “The Re-
vue musicale” chamber concertos, etc.); S. Prokofiev
(romances from op. 36; 5™ sonata and 2™ concerto for
pianoforte); Myaskovsky (“Whims” - performed by S.
Prokofiev); Glazunov (suite “The Kremlin”) conducted
by Coppola; Kastalsky’s choir “Rus” in Colonne’s con-
certos; A. Tcherepnin’s Sonata, First and Second Piano
Concertos; “Hashish” by Lyapunov, “Petrushka” by
Stravinsky, Grechaninov, Saminsky, Rimsky-Korsakov,
Taneyev and others” [7, p. 254].

Of interest is the following fact: on the same
days as the first concert of Eichenwald, a concert
of the works by S. Rachmaninov was held in the
Concert (apparently large) Hall of “Gaveau” (on
the program were: Elegiac Trio - Lyubinova,
Grossemy, Whitemore; romances - Raisa Azrova
and pianist A. Labinsky; Sonata for Piano and Cel-
lo - Marion Roberts, Whitemore; The First Move-
ment of Piano Concerto No.2 - A. Plotnikov,
Frenkel-Liénard (?) and Suite for Two Pianos -
Frenkel-Liénard and Plotnikov); moreover, the re-
sponses to both concertos were published in the
same issue of “Le Monde Musical”.

Even against the backdrop of such an intense
musical life of Paris, rich in novelties including the
works of Russian composers, Eichenwald’s con-
certs did not go unnoticed. As evidenced by the
reception of the audience and the friendly respons-
es of the French press, the works, performed by
Eichenwald on the concert stage, aroused the pub-
lic’s genuine interest and recognition.

The first Parisian public authorial “Concert de
musique porpulaire orientale” (“Concert of Orien-
tal Folk Music”) by Eichenwald took place in the
Chamber (quartet) Hall “Gaveau” on April 28,
1926. The participants of the concert were: the au-
thor (piano), opera soloists Raisa Azrova (lyric
soprano), Consuela Eastwick (mass media called
her the “American” coloratura soprano), Antonina
Tikhonova (mezzo-soprano), Victor Andoga (bari-
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tone), Grigory Raisov (tenor) and pianist Alexan-
der Labinsky. Flyers and programs for the concert
were issued under the stamp of the “Musica Socie-
ty” (its honorary president was Jeanne-L. Rosen-
thal and artistic director - Jacques Spinadel). Find-
ing that Eichenwald’s arrangements of oriental
tunes were of great musical and ethnographic in-
terest, the “Musica’s” directorate felt obliged to
provide information about the concert to all those
interested. In addition to the actual information
about the place and the time of the concert, the list
of performed works and performers, the details
about the author and the performed works was in-
cluded despite the small formats of leaflets and
programs.

The program of the concert in two parts (four
performers in the first part, three in the second)
included 22 pieces:

[Premiére partie]

I. Airs Populaires Orientaux pour deux pianos
(suite).

a) La Source froide “Salkan Tchichma”, vieille
chanson tartare de Volga - Kazan.

b) Danse des femmes, danse populaire tartare
de Volga.

c) La Mort du Heros, ballade populaire
bachkire d’Oufa.

d) La plume d’'Oie “Kaas-kanati”, chanson et
danse tartares de Volga.

ALEXANDRE LABINSKY et L'AUTEUR.

II. Ballade “Sakmar-Sou”, chanson tartare de
Volga.

Poésie “Otmé Bul-bul”, chanson persane.

La Musulmane “Bibikei-Kiss”, chanson tartare
d’Orenbourg.

Consuelo EASTWICK.

III. Mon Jardin “Ouz Behtcha Haramzi”,
chanson ouzbek de Tachkent.

Chansonnette, chanson kirghiz/kirghizie (See
note on p. 4) dOrenbourg.

Le Minaret “Toksé-Minaré®, chanson tartare
de Crimée.

Victor ANDOGA.

IV. Le mal du pays “Akoup-Kouié”, chanson
tartare d’'Oural.

Berceuse “Ouju ia vroom”, chanson tartare de
Volga.

Reminiscence “Tiaskiria”, chanson tartare de
Volga.

Raissa ASROFF.

[Deuxieme partie]

% The program reads: “Toské”. — Yu. L.
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V. Airs Populaires Orientaux pour deux pianos
(suite)

e) Turkulery, danse turque.

f) La nuit “Bouranbay’”, nocturne bachkire.

g) Tak-Mak, danses tartares.

ALEXANDRE LABINSKY et L'AUTEUR.

VL. Le vague a I'ame “Esiulia iouziak™, vieille
chanson tartare de Kazan.

Berceuse plaintive “Ay-da-sinda”, chanson des
turquemans/turcmen

Vieille complainte “Tiaftelaou”, chanson
tartare de Volga.
Antoinette TIKHONOVA.

VII. Mon pays “Touhan IlI”, chanson tartare
d’Oural.

La Lune “Tvorian”, chanson bachscire d’Oufa.

Le Vaurien “Araz-Usta”, chansonnette turque.

Grégoire RAISSOFF. [SCTF]

The second concert of Oriental music, held in
the large Gaveau Concert Hall on June 30, 1926,
was not the copy of the first one. It had a different
organizer - the Gaveau firm (Maison Gaveau), oth-
er performers and even a different, more specific
name - Concert de musique populaire Tartare, Kir-
ghiz / Kirghise®, Turque et du Caucase (the Con-
cert of Folk Music of the Tatars, Kirghiz, Turks
and the Caucasus / Caucasian), although it did not
quite correspond to reality: the music of the “Kyr-
gyz”, that is, the Kazakhs, was not included in the
concert, there was only one Georgian tune from the
music of the “Caucasus”, while the concert title
said nothing about the Bashkir music, presented in
the program with three tunes.

The program of the second concert was
changed not so much due to the inclusion of new
pieces, but more due to the reduction of two parts
of the piano suites and five vocal pieces from the
previous program. If the first change was made
rather in accordance with artistic considerations
(French critics perceived two suites for two pianos
to be too common for Paris), the second cut-out in
the composition of the performers and their num-
ber was caused by the circumstances. Out of the
vocalists of the previous cast, only A. Tikhonova
participated in the concert, supplementing her pre-
vious program with the Georgian song “Tvorian
Chames” and the Tatar duet ‘“JKiznokay”
(“Zyatyushka”) together with Y. Tinaire. Coloratu-
ra soprano Zoya Efimovskaya and French tenor
Yves Tinaier, who replaced R. Azrova, K.
Eastwick, V. Andoga and G. Raisov, performed

7 The program reads: “Kourambay”.— Yu. .
¥ Alternate spellings in the program and in the leaflet —
Yu. L.
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only seven of their twelve pieces in their reper-
toire. Somewhat compensating for this loss,
Tinaier sang the Turkish song “Bei Oglou” (the
Crimean Tatars have a folk song “Bei oglunyn
saraylary” based on this story. Was it possibly ar-
ranged by Eichenwald? Or was the tune common
to the two peoples?). Thus, on the whole, the pro-
gram included 18 pieces.
Premiére partie

1.a)La Source froide “Salkan Tchichma™

b) La mort du Héros, ballade bachkire.

c¢)L’aile doie “Kaas-Kanat”, chanson et
danse tartare.

Alexandre LABINSKY et L’AUTEUR.

2. a) Ballade “Sakmar Sou”, chanson tartare.

b) Réminiscences  “Tiaskiria”, chanson
tartare.

Zoia EFIMOVSKY.
3.a) Mon Pays “Touhan Ile”, chanson tartare.
b) La lune “Tvorian’, chanson bachkire.
Yves TINAIRE.

4.a)Le vague a 1I’ame “Esiulia louziak”,

chanson tartare.

b) Berceuse “Ay-da-sinda”, chanson
turquemans/turcmen,
Antoinette TIKHONOVA.

Deuxiéme partie
5.a)Danse des femmes tartares.
b) Turkulery, danse turque.
Alexandre LABINSKY et L’AUTEUR.

6. a) Berceuse “Ouju ia Vroum”, chanson

tartare.
Zoia EFIMOVSKY.

7.a) Mon jardin “Ouz behtcha Haramzi”,
chanson Ouzbek.

b) Bei oglou, légende populaire turque.

Yves TINAIRE.

8.a) Tvorian chames, chanson géorgienne.

b) Vieille complainte “Tiaftelao”, chanson
tartare.

Antoinette TIKHONOVA.
9.Jiznakkey “Le Gendre”, duo tartare.
Antoinette TIKHONOVA et Yves TINAIRE.
[SCTF]

All in all, the arrangements of twenty-five folk

tunes'® were included in the two concerts. Fifteen

’ To make the two concert programs look similar, the
design of the title was changed hereinafter. The original
title: La Source froide (Salkan Tchichma), vieille
chanson tartare.

10 The names of arrangements of Tatar, Bashkir, as well
as Crimean Tatar tunes, given below, are spelt accord-
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of them were performed both on April 28 and June
30:

For two pianos:

1. Kaz kanaty — a song and a dance of the Vol-
ga Tatars.

2. Salkyn chishma - an old song of the Volga
Tatars, Kazan.

3. The Death of a Hero — a Bashkir folk ballad,
Ufa.

4. A Women’s Dance (A Dance of Tatar Wom-
en) — a folk dance of the Volga Tatars.

5. Turkuleri — a Turkish dance.

For piano singing:

6. A Lullaby (A Lamenting Lullaby) “Ay-da-
sinda” - a Turkmen song.

7. A Lullaby “Ouju ia vroum” - a song of the
Volga Tatars.

8. La Lune “Tvorian” - a song of the Ufa
Bashkirs.

9. My Garden “Ouz Behtcha Haramzi” - a
song of the Tashkent Uzbeks.

10. Ozels yzak - an old song of the Kazan Ta-
tars.

11. “Otmé Bul-bul” Poetry - a Persian song.

12. Sakmar su — a song of the Volga Tatars.

13. Tozkira — a song of the Volga Tatars.

14. Toftiloy — a song of the Volga Tatars.

15. Tugan il - a song of the Ural Tatars.

Of the ten pieces, performed once each, seven
were performed in the concert dated 28 April:

For two pianos:

16. Buranbay — a Bashkir nocturne.

17. Takmak - Tatar dances.

For piano singing:

18. Akup koe — a song of the Ural Tatars.

19. A Loafer “Aras-Usta” — a Turkish song.

20. A Muslim Woman “Bibekay kyz” - a song
of the Orenburg Tatars.

21. A Chansonette — a Kazakh song of Oren-
burg.

22. Yuksek Minare “A [High] Minaret” - a
song of the Crimean Tatars.

Three more works for voice and piano were
performed only once in the concert of June 30:

23. Bey-Oglu- a Turkish folk legend.

24. )Kiznakay (Le Gendre) — a Tatar duet.

25. Tvorian chames — a Georgian song.

Both on April 28 and on June 30, Tatar and
Bashkir music occupied more than half of the total

ing to the original names of identified tunes; the names
of arrangements of other peoples’ tunes, as well as uni-
dentified names of arrangements of Tatar and Bashkir
tunes are spelt in accordance with the names of concert
pieces.
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program. This gave the audience a certain oppor-
tunity, not limited to single impressions, to get a
more complete idea of the folk musical culture of
these kindred peoples. Whereas from the concert
programs and from the brief definitions of the
names of Tatar and Bashkir melodies, one could
gain information not only about the various genres
of songs and dances, ancient and modern Tatar and
Bashkir melodies (songs, legends, takmaks, danc-
es, female dances, duets , as well as ballads or noc-
turnes allowing the use of these European genre
names in relation to them), but also about the re-
gions of these peoples’ settlement within the coun-
try - the Volga region, Kazan, Orenburg, the Urals,
Ufa, Crimea, (chanson tartare de Volga; chanson
tartare de Kazan; chanson tartare d’Orenbourg;
chanson tartare d’Oural; ballade bachkire d’Oufa;
chanson tartare de Crimée). In this regard, we can
recall the identification of Tashkent Uzbeks and
Orenburg Kazakhs (chanson ouzbek de Tachkent;
chanson kirghiz d’'Orenbourg).

The programs, as a rule, gave multi-part nomi-
nations of the concert pieces, except for three ones,
named after the genre of the work (Danse des
femmes tartares; Tak-Mak; Chansonnette), and one
piece with a specific name of the folk dance
(“Turkulery”). With the exception of the piece “La
mort du Héros”, they gave the original thematic
name of the folk tune (separated by commas or in
brackets) in addition to the main name in French.
The original name was not given in the native lan-
guage, but in French transcription, as the peoples,
represented in the concerts, used the Arabic script
at that time, or, like the Georgians, their own,
Georgian, script. The use of both scripts in concert
programs, intended for French listeners, would be
inappropriate, and practical implementation of the
idea, perhaps, was technically unfeasible.

Since French letters or combinations of letters,
corresponding to specific sounds of French speech,
are not similar to the sounds of speech of other,
mainly Turkic, peoples, they can be only approxi-
mately conveyed; therefore, it is not always possi-
ble to restore the true form and meaning of the
transcribed names in the original languages, espe-
cially since French spellings are not always deci-
pherable. In such cases, when referring to them in
the book, we have to make do with Russian tran-
scriptions of French names or French transcriptions
instead of the original names. In particular, this
applies to the names of two melodies, defined as
Tatar and Bashkir ones — “Ouju ia vroum” and
“Tvorian”.
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Moreover, technical errors could have been
made in some transcriptions and names in French.
To identify them, the organizers needed profes-
sionals with relevant expertise who would know, in
addition to the Tatar and Bashkir languages, the
languages of other peoples, represented in the con-
certs. For example, in relation to the “Tatar” piece
named “La Lune ‘Tvorian’”, the word “Tvorian”,
as a transcription of the Tatar equivalent of the
name “La Lune”, is erroneous, since the French
“La Lune” (in Russian “Jlyna” - “The Moon”) may
only correspond to the Tatar-Bashkir word “Ai”.
We are also concerned with the fact that the word
“Tvorian” is found in the name of the Georgian
tune “Tvorian chames”, and the word “chames” (or
its variant), in turn, is used in the name of the Ar-
menian tune  “Tvormin  khames”, which
Eichenwald arranged and performed at the end of
the 1920s in a Soviet radio concert (the words
“Tvorian” and “Tvormin” are also consonant with
each other). Did some kind of error occur in here,
mechanically repeated in subsequent programs?

It is worth paying attention to the fact that in a
number of cases, individual words in the names of
the arrangements, which are found in the texts of
these songs, are clearly transcribed according to
their melodic chant in programs; therefore, like in
song subtexts, they can be divided into separate
fragments and syllables (“Ouz Behtcha”, “Bul-
bul”, “Ay-da-sinda”, instead of ‘“Ouzbehtcha”,
“Bulbul” and “Ayda sin da”). Thus, depending on
the number of musical sounds sung in one syllable
(that is, in the cases when a syllable is sung to
more than one sound, or two syllables are in one
sound), a syllable is split into two (“ka-as” instead
of “kaz”), or an alternating sound materializes,
while in normal pronunciation it is often omitted
(“Bi-bi —kei” instead of “Bibkei”). Perhaps, as a
result of such transcription, another combination of
the words occurred - “Ouju ia vroum” (“ia vroum”
is similar to the Crimean Tatar “yavrum” - “the
beloved one”'"), incomprehensible in the Kazan
Tatar language.

"In the program, as the main one, the name “Bibkay
kyz” was preceded by the word “mecimumo” (“moslim™)
(“La Musulmane ‘Bibikei-Kiss’, chanson tartare
d’Orenbourg™). It can be interpreted in two ways:
Meslimo (Russian: Muslima) is a Tatar female name,
literally means “a Muslim woman” (in Arabic). It is in
this meaning (and later in some cases even as “Mus-
lims”) that the word “moslima” is used in the program
of the concert dated April 28, 1926. In addition, the tune
of “Muslim” is identified with the tune of “Bibkay kyz’.
We will be able to find out whether there is a technical
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The programs specify the main French themat-
ic and genre names of concert pieces on the pro-
grams as follows: I) original names of the tunes
translated into French or II) transcriptions of the
tunes’ original names that could not be translated
into French and thus became their borrowed names
in French.

I. As a rule, the original names, translated into
French, are supplemented by the original names in
transcription, becoming two-step combinations,
which is especially appreciable in the design of the
first concert text.

1. “Danse des femmes” (the original genre
name in Tatar is “Khatyn-kyzlar biyue”; the the-
matic name is unknown; translated into Russian:
“Tamern >xeHmuH” - “A Women’s Dance”).

2. “L’aile d’Oie ‘Kaas-kanati’” (the original
thematic name in Tatar: “Kaz kanaty”; in Russian
it means “I'ycunoe kpwuio” — “A Goose Wing”).
Another version of the French translation: La
plume d’Oie (translated into Russian: “I'ycuHoe
nepo” — “A Goose Feather”).

3. “Mon pays ‘Touhan Il [or, in another case:
lle]”” (the original thematic name in Tatar is
“Tugan il”; translated into Russian it means
“Pomuna” — “Motherland”).

4. “Source froide ‘Salkan Tchichma’” (the
original thematic name in Tatar is “Salkyn
chishma”; translated into Russian it means
“Xonoanslii ponauk” — “A Cold Spring”).

5. “Le vague a I’ame ‘Esiulia iouziak’” (the
original thematic name in Tatar is “Ozels y39K”;
translated into Russian it means “Cepare
paspbiBaercs” — “My Heart [s Breaking”). Another
version of the French translation is “La vague a
I'ame”.

The names of other nations’ tunes include “Le
Minaret ‘loksé-Minaré’” (the original name is
“Yuksek Minare”; translated into Russian
“Bricokuit munapet” — “A High Minaret”).

II. In programs, we seldom come across simple
French transcriptions of multinational names, such
as Tak-Mak (the original folklore genre name:
Takmak; translated into Russian: Takmak).

Among the names of other peoples’ tunes, sim-
ilar names include: 1) Bei oglou (Russian: “beii-
Orny” (Bei-Oglu)), 2) Turkulery (Russian: “Trop-
krostepu” (Turkuleri)), 3) Tvorian chames (Russian
? — the semantic meaning of the name is not clear).

error here, or these are two different tunes (and the
tunes under such names really exist) and two names of
the same tune only after reading the musical texts of A.
Eichenwald.
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In yet another case, the transcribed word is fol-
lowed by its translation: Jiznakkey (Le Gendre)
(the original thematic name: “XKiznakoy”; translat-
ed into Russian: “3sTiomka (Zyatyushka)”).

In other cases, transcribed names are preceded
by a) academic genre names (Ballade, Berceuse,
Réminiscence, Vieille complainte), or b) the com-
poser’s own authorial names in French, that is, as
already noted, the use of new genre or thematic
names for these works does not mean the abolition
of their original names. All of them, except for the
“Squadron” in the piece “La mort du Héros”, form
a part of the name of the whole piece and serve as
a source of additional information about individual
elements of oriental works.

We find each of the varieties of such names in
the nominations of Tatar and Bashkir tunes ar-
rangements:

I. Academic genre names in French given by
Eichenwald and supplemented by original titles in
transcription:

1. “Ballade ‘Sakmar-Sou’” (the original the-
matic name: “Sakmar-su” - the name of the river;
translated into Russian: Bamnana “Cakmap-cy” (the
Ballad “Sakmar-su”).

2. “Berceuse ‘Ouju ia vroum’” (the original
thematic name has not been found; translated into
Russian: “KoinbiOenbnas” (the lullaby “Ouju ia
vroum”).

3. “Réminiscence ‘Tiaskiria’” (the original
thematic name: “Tazkirs” — a female name; trans-
lated into Russian: “Bocrnomunanune o ‘Tackupa’
(Reminiscence of “Taskira”). Another version of
the French translation: Réminiscences (Reminis-
cences).

4. “Vieille complainte ‘Tiaftelaou’ (the origi-
nal thematic name “Taftilau” is an untranslatable
word, derived from the surname “Tafkilev”, and in
other languages it is used only in transcription;
translated into Russian it means “Crapunnas
npotsokHast iecHs ‘Tagmunsy’” (“The Old Drawl-
ing Song ‘Taftilau’”). (In the sources about similar
Bashkir songs, the name ‘“Tevkilevskaya” is
found).

Other peoples’ names of such tunes include 1.
“Berceuse plaintive ‘Ay-da-sinda’” (“A Lamenting
Lullaby ‘Ay-da-sinda’); 2. Chansonnette (A
Chansonette. The original name is unknown).

II. Eichenwald’s own thematic names in
French, supplemented by the original thematic
names in transcription. Since the new authorial
name in French and the original name in French
transcription do not match in meaning, the two
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parts of the name are translated into Russian dif-
ferently.

1. “La Lune ‘Tvorian’” (the original name has
not been found; translated into Russian it means:
Jlyna/Mecsn - “Moon / Half a Moon ‘Tvorian’”).

2. “Le mal du pays “Akoup-Kouié™” (the orig-
inal name is: “Akup koe”; translated into Russian it
means: “Tocka mo poaune ‘OxonHas’ — “Home-
sickness ‘A Trench Song’”).

3. “La Mort du Héros” (translated into Russian
it means: Cmeptb repos - The death of a hero; the
original title, “Dckanpon” — “A Squadron”, is not
given in the program).

4. “La Musulmane ‘Bibikei-Kiss’” (the original
name is: “Bibekei kyz” - a female name; translated
into Russian it means: Mycynpmanka “FOHas
bubkaii” - a female Muslim “Young Bibkay”).

5. “La nuit ”"Bouranbay”” (the original name is:
“Buranbay” - a male name; translated into Russian
it means: Houp “bypanbaii” - the “Buranbay”
Night).

Other peoples’ names of such tunes include:

1. Mon Jardin “Ouz Behtcha Haramzi” (My
Garden “Ouz Behtcha Haramzi”);

2. Poésie “Otmé Bul-Bul” (The Poetry “Otmé
Bul-Bul”);

3. Le vaurien “Araz-usta” (The Loafer “Azraz-
Usta”).

It would seem that such a variegation in the
names was excessive and it should have been
avoided, being limited to the original name in the
translation into French with its repetition in tran-
scription, since it was technically impossible to
give the original name in its native language. For
example: Le vague a I’ &me (Esiulia iouziak) or, in
the reverse order: Esiulia iouziak (Le vague a I’
ame). This is the way it is accepted in academic
works, and for a highly sophisticated audience of
the Gaveau Concert Hall, this would not have been
a novelty either. However, this was not the case,
since the meaning of the original name was not
always known, or its translation into French was
impossible (it required interpretation).

The original thematic names of the Kazakh
song (Chansonnette) and “The Dance of (Tatar)
Women” are not known, the name “Ouju la Vrum”
is not possible to decode as Kazan-Tatar (accord-
ingly, the translation is not possible either), neither
does A. Eichenwald reveal the meanings of the
names “La Lune ‘Tvorian’™ and “Tvorian
charmes”.

The names of nine tunes out of twenty-five are
basically impossible to translate into any language.
Taking into account the pronunciation differences,
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they are used in other languages as loanwords.
These are the song titles based on a male or female
personal names — Araz-Usta (Master Araz),
Bibikei-Kiss (Bibkay Girl), Bouranbay (Buranbai),
Tiaskiria (Taskira), on the name of the river -
Sakmar-Sou (Sakmar-su), on the names of streets
(city blocks/boroughs) - Bei oglou (Bei Oglu — an
Istanbul District), and on the name of the folk tune,
dance or genre — Tiaftelaou (Taftilyau), Turkulery
(Turkyuleri), Tak-Mak (Takmak).

These nine words (concepts), unfamiliar to Pa-
risians, if used all by themselves or just as names
of concert pieces, carrying no information for the
listeners, would have no meaning for the audience.
It is not surprising that A. Eichenwald used only
three of them in a transcribed form, replacing three
other names with his own ones, and preceded three
more titles with the names of academic genres as
the main nominations for these concert pieces.

The names of the remaining eleven tunes (in-
cluding seven Tatar ones - “Akup”, “Xiznokoy”,
“Kaz ropes”, “Ozelo yzak”, “Salkyn chishmo”,
“Tugan il”, “Squadron”, as well as “Ay-da- sinda”,
“Le Minaret”, “Otmé Bul-bul”, “Ouz Behtcha
Haramzi”) are thematic by nature and can be trans-
lated into French. But A. Eichenwald realized it in
relation to only six of them. He gave the Turkmen
tune “Ay-da-sinda” the preliminary genre name “A
Lamenting Lullaby”, and four more pieces got new
thematic names “My Garden”, “Poetry”, “The
Death of a Hero” and “Longing for the Mother-
land” (instead of “Ouz Behtcha Haramzi”, “Otmé
Bul-bul”, “A Squadron” and “A Trench Song”).

One can only wonder why he did this: to create
harmony based on the musical image, on the con-
tent of the original or translated (if it existed) text,
or, in some cases (“Ouz Behtcha Haramzi”, “Otmé
Bul-bul”) due to the lack of a qualified translation
of the name? As for “The Death of a Hero” and
“Longing for the Motherland”, A. Eichenwald’s
used his own titles to formulate these instrumental
miniatures’ program, which was consistent with
both the music and the lyrics of the folk songs.

A. Eichenwald’s innovations concerning the
names of the tunes, no doubt, directed the listeners’
attention, helped them navigate the world of East-
ern music, that was new to them in many respects,
compare and match it with familiar European mu-
sic.

Twelve magazine and newspaper clippings
(SCTF), devoted to this event, have been pre-
served. Three of them are in French [8], [9], [10],
one is in English [11]; eight — in Russian [3], [12],
[13], [14], [15]: [16]; [17]; [18]. Unfortunately, in
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archival collections, it was possible to get ac-
quainted only with the clippings of the materials
we have referred to, while direct information about
the newspapers and magazines that published them
remains unknown. To find out their names, we
would have to conduct investigative work with the
Parisian press of more than 90 years ago, which is
currently an unrealistic task. So, we have to be
content with indirect data, in particular,
Eichenwald’s inscriptions on the texts of the clip-
pings, which made it possible to identify the maga-
zines “Les Artistes d'Aujourd’hui” - “Today’s Art-
ists” (“Anton Eichenwald” by J. B. Le Comte), “Le
Meénestrel” - “The Menestrel” (“The Concert of
Oriental Folk Music” signed: A. S.), “Le Monde
Musical” (it was): (“The Concert of Oriental Mu-
sic” by L. Humbert) and the newspaper “Dni” —
“Days” (“Oriental Folk Music” by V. Zenza). The
question is whether the footer “Musical courier”
(“The Musical Courier”) of the magazine page
with the article “Folklore Songs of the Tatars” by
N. de Bogori and the inscription “The Last Days”
on the clipping with the information about
“Eichenwald’s Concert” are the names, respective-
ly, of the magazine itself and the newspaper or on-
ly the names of their headings. But if “Musical
courier” is the name of the magazine itself, it can
be identified as a New York edition (this is indi-
rectly confirmed by the publication of a review of
the April concert in the magazine on July 8", as it
took a lot of time to send an article from Paris to
New York). Judging by the reference to the news-
paper “Dni” under an excerpt from this article in
the poster-leaflet of the concert dated June 30™, we
can name the publication place of the article “East-
ern Music” by V. Walter. Considering the spelling
and font (without yat”)'? of the note “The Concert
of Oriental Folk Music by the Composer-
Ethnographer A. Eichenwald”, it can be assumed
that it was most likely cut out not from the French
magazine, which adhered to the pre-revolutionary
orthography, but from an unidentified Soviet pub-
lication.

Some of these twelve publications are varying
in length responses to the April concert, others are
brief information about upcoming or past concerts,
but all of them contain facts about subjects little
known to Parisians and give some idea not only
about some Eastern peoples’ folk music, but also
(for some readers) simply about the very existence
of these peoples, whose names the readers discov-
ered for themselves for the first time, somewhere

12 <4> — a Cyrillic character
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out there, in the Russian steppes. Certain infor-
mation about Eichenwald and his arrangements is
also found in the programs and posters of the con-
certs themselves.

The program for the April 28 concert contains
an excerpt from the information about Eichenwald
as a composer and ethnographer, previously pub-
lished in “Le Guide du Concert”. The same materi-
al, in a slightly expanded form, is included in the
poster-leaflet of the concert dated June 30", which
also has an excerpt from A. S.’s article in the “Le
Menestrel” magazine and five excerpts, translated
from Tatar and Russian, from newspaper responses
to Eichenwald’s concerts in Paris, Ufa, Kazan and
Orenburg.

In the Ufa and Orenburg materials, only their
authors are indicated: Akhmed Umerov and Zh.
Kozlov; in the Parisian and Kazan materials, only
the names of the newspapers are given: “Dni”,
“Tatarstan”, “Kazanskiye Izvestia” (apparently,
that was the way, the poster refers to the newspa-
per “Izvestia”, which was published in Kazan - the
organ of the TatTsIK, in order not to confuse it
with the all-Union “Izvestia”). But it was not diffi-
cult to identify three unnamed authors and their
articles knowing the names of the newspapers.
These are V. Walter (“The Concert of Oriental
Music”), Sh. Usmanov (“Berenche Tatars Sym-
phony Kichace”) and M. Simsky (“The Symphonic
Concert of Oriental Music”).

The excerpts from their articles cannot be
called quotations in the full sense of the word.
These are the conclusions of the poster compilers,
who formulated them using certain words from
different parts of primary sources, which con-
cerned the expressiveness and originality of folk
tunes, their harmonization and orchestration, as
well as the enthusiastic reception given by the pub-
lic and the significance of the concerts in the Ta-
tars’ cultural life. Excerpts from Umerov (appar-
ently, this is the Kazan journalist, who wrote twice
about Eichenwald’s concerts, and not his namesake
from Ufa) and Kozlov’s articles touch upon the
composer’s skill and the principles of his approach
to the arrangement of folk material. In the poster
compilers’ interpretation, the translated texts look
more hypertrophied and more categorical than the
originals. At the same time, one deviation from the
original sources is so serious that we can raise a
question about their conscious adaptation to some
particular and general needs of French journalists.

In the transcription of the text made by S.
Usmanov, Eichenwald’s Kazan concert was as-
sessed as “a grand festival in the life of the Muslim
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peoples” (Le Concert symphonique donné par le
compositeur  Antoine  Eichenwald a  été
véritablement une féte solennelle de la vie des
peuples musulmans (Bibliogr. footnote)), while the
author did not claim to make such global generali-
zations and spoke about the festival of Tatar music,
but not of the Tatar people, without any connection
with religion (“Kichs chyn mognase belon... Ta-
tars muzykasynyn osta composer kalame belon
manggelek taktaga yaziluynyn tantanaly bayrome
ide” (the footnote).). The use of the concepts
“Muslim people (peoples)”, “Muslim populations™
instead of the author’s “Tatars”, “Eastern peoples”
is also found in Umerov and Kozlov’s translations
of the materials.

This “correction” of Soviet publications before
the concert of June 30™ was preceded by a rather
widespread use of the term “Muslim” in the French
mass media, covering the April and announcing the
June concert of Eichenwald. It appeared as an al-
ternative to the definition of “orientale” (“orien-
tal”, “eastern”), which, apparently, was not con-
vincing enough for French journalists. The authors
of French and English publications could not re-
place or abolish the definition “orientale” in the
official poster title of the April concert (“Concert
de musique populaire orientale”), but when speak-
ing about the performed music outside the context
of this title, they used definitions “Tatar” (accord-
ing to the predominance on the program), “native”,
“Asian”, or simply “folk”, instead of the definition
“orientale”, without specifying the name of the
people, and listed the ethnicity of the tunes (“Per-
sian”, “Uzbek”, “Tatar” songs) or the regions of
their origin (“ the music of the regions closest to
Asia”). In the program, the June concert was no
longer called the “Concert of Eastern Folk Music”,
but “The Concert of Folk Music of the Tatars, Kir-
ghiz (Footnote), Turks and the Caucasus”.

In Parisian Russian newspapers, the words
“Eastern” (its synonym “Oriental” was not used in
Parisian Russian newspapers) and “Vostok™ (or
“the East closest to Russia”, as was more precisely
stated in the information “On the Concert of A.
Eichenwald”) remained in use, but along with
them, the definition of “Muslim” was also in circu-
lation. Repeated many times, it could unwittingly
lead readers to the erroneous perception of the per-
formed secular folk music as religious.

It was on this wave of “Islamization” of East-
ern folk music that the term “Muslim” entered the
texts of translations from Soviet newspapers,
where it could not exist in principle. If, for some
reason, French public figures were confused by the
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concept of “oriental music”, then in the case of
references to the texts of Soviet newspapers, it
would be more appropriate to talk about the music
of the Turkic peoples, living in the Soviet Union.

Of course, the use of the term “Muslim”, espe-
cially when referring to the Soviet press, was
largely of an advertising nature and, by raising the
significance of the previously performed arrange-
ments of Tatar melodies from the Volga-Ural re-
gion to the general Muslim expanses, the journal-
ists gave them a different scale and weight. This
was supposed to help increase the concert audi-
ence, which was informed about the Muslim
world, but not so much about the Soviet eastern
peoples and specifically about the Tatars. Howev-
er, there was another side to the issue — besides
advertising purposes, the definition “Muslim”
made it possible to avoid the use of the definition
“Eastern”, which seemed to have caused serious
problems, and we are going to discuss them a little
later.

The French and Russian media coverage of A.
Eichenwald’s concerts was carried out in different
ways. Russian newspapers wrote about A.
Eichenwald himself, they were interested in what
sources he used for his folk songs, in the many
years of hard work invested in arranging the mate-
rial, and in the attitude of the public and the press
to the work of the composer. The French newspa-
pers, without ignoring these questions, focused
their attention on the work of A. Eichenwald as a
composer, as a continuer of the Russian classics’
traditions.

The Parisian Russian audience, interested in
music, was used to hearing folk songs in Russian
composers’ major stage and symphonic works. It
was also familiar with single and cyclic arrange-
ments of folk songs for voice or various instru-
ments. But in the case of A. Eichenwald, it was for
the first time that the audience met the composer
who, in search of materials, did not turn to some-
one else’s publications, but collected and recorded
songs from different peoples and of different, new
culture on his own. A. Eichenwald’s collecting
work was treated with respect in Paris and he was
accepted as an expert on the music of the Muslim
peoples, little known to the general public — the
Tatars, Kirghiz, Turks and Persians [14].

A special place in this regard is occupied by V.
Zenz’s article [3], which has already been dis-
cussed by us in connection with the Kazan concerts
of oriental music in 1923. However, examples of
attention to this issue are found in other materials:
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“The famous composer-ethnographer Anton
Alexandrovich Eichenwald is currently in Paris, he
managed to record the songs and music of Muslims
directly from the original sources” [17].

“The concert of Eastern folk music, given on
April 28" by A. Eichenwald, was of great interest
as most of the songs of the Muslim peoples from
Russia (more than 22 songs), performed in this
concert, were recorded by Eichenwald for the first
time” [12].

“Performed on Wednesday, June 30" at 9
o'clock in the evening in the large “Gaveau Con-
cert Hall” (4547, rue de la Boesy), a concert dedi-
cated to the folk music of the Tatars, Kirghiz and
Turks is of outstanding interest. All the performed
pieces were recorded by the famous Russian com-
poser A. Eichenvald when he was among the
named peoples” [13].

“Created many centuries ago on the plains of
the Volga, in the foothills of the Urals, on the
shores of the Caspian Sea, the songs of the Near
Russia East, reflecting the soul of their people, of-
ten inspired the creators of Russian music: Glinka,
Balakirev, Borodin, Mussorgsky, Rimsky-
Korsakov, and through their works became well-
known in Western Europe. One of our contempo-
rary composers, Ant[on] Al[eksandrovich]
Eichenvald, devoted fifteen years of his life to col-
lecting genuine primitive melodies of the Tatars,
Turkmens, Kirghiz[s] and Persians, recording the
voice of folk singers in the Crimea and on the Vol-
ga, in the Caucasus and in Turkestan” [15].

The Parisian Russian newspapers also wrote a
lot about the success of A. Eichenwald’s “oriental”
concerts in Ufa, Orenburg, Tashkent and especially
in Kazan. It confirmed the value of the composer’s
searches in a field of creative work, which was
new to him. The materials of the Tatar ASSR peri-
odical press [20], describing the enthusiasm of the
Tatar public and its ingenuous response (for exam-
ple, the fourteen-fold repetition of the “Kaz kana-
ta” arrangement and spontaneous dances in the
hall), apparently, made a strong impression on the
journalists who got acquainted with the infor-
mation. They tried, in their own way, to explain the
reasons for such emotional behavior of the listen-
ers.

For example, the author of the article “The
Concert of Oriental Folk Music of the Composer
A. Eichenwald” explained it by the fact that it was
the first contact of the public with a symphony or-
chestra playing folk songs in artistic adaptation:
“After many years of hard work, Eichenwald artis-
tically arranged this music and songs, recorded by
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him, and performed them in a number of symphon-
ic concerts in front of the people — the “creators”
of this music. According to the local press, these
concerts were an exceptional success and aroused
great enthusiasm of the audience. Yes, that was not
surprising. After all, Muslims, and the peoples of
the East in general, for the first time in their entire
existence, heard their folk music and songs in artis-
tic adaptation, performed by a symphony orches-
tra” [17].

However, all in itself, the novelty of any artis-
tic action is not necessarily accompanied by its
success: the public, if they are not professionals, is
usually conservative and not immediately receptive
to the new. The first acquaintance with symphonic
music, in such large doses, should have caused
bewilderment and rejection on the part of the Tatar
audience even before the turn of the Tatar folk
songs, in a purely symphonic arrangement by A.
Eichenwald, finally came after the suites of
Ippolitov-Ivanov and Spendiarov, the symphonic
picture of Vinogradov and Tatar folk songs to the
accompaniment of pianoforte.

It would be also wrong to assert that the Tatars,
in principle, “heard their folk music and songs in
an artistic adaptation and performed by a sympho-
ny orchestra” for the first time in their history,
based only on the fact that many and even, per-
haps, the majority of Tatar listeners attended a
symphony concert for the first time. There had
been such performances before, but they had not
been successful. The Eichenwald concert was not
the first one in general, but it was the first success-
ful one. Moreover, we certainly should not, based
on the Kazan situation, consider it to be a charac-
teristic feature of the entire East, and of the entire
Muslim world.

Undoubtedly, the interpretation of this issue,
given by the author of the article “On the
Eichenwald Concert”, is more convincing. He ex-
plained, though not very clearly, the success of the
concerts by the creative achievements of the com-
poser himself: “In his harmonization, which pre-
serves the true musical content and peculiar formu-
las of these folk songs, they convey their beauty to
European listeners, as well as to the eastern public,
as it happened, for example, in Kazan, where the
concerts of A. A. Eikhenvald were highly appreci-
ated by the local Tatar press [15].

The newspapers also noted the great success of
the concert of oriental folk music in Paris:

“In the Gaveau Hall, the concerts of “oriental mu-
sic”’, which largely belongs to the work of A. A.
Eichenwald, were held with great success. <..> The
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French and Russian press of Paris unanimously noted
the high artistic merits of A. A. Eichenwald’s work and
the exceptional success of his concert” [16].

“First of all, it must be noted that the concert fully
justified the expectations placed on it. Then, we must
express regret that not everyone who wanted to attend
this concert were able to do it, they hope that A. A.
Eichenwald would repeat it at the beginning of the next
season” [17].

“The concert of the composer A. A. Eikhenwald,
dedicated to oriental (Muslim) music, held in the large
“Gaveau Concert Hall”, was an exceptional artistic suc-
cess.

<...>

The audience gave a warm ovation to both the tal-
ented composer and the performers. ..

At the end of the concert, A. A. Eichenwald was
thanked by prominent representatives of the Paris Con-
servatory [18].

The response to concerts usually noted the suc-
cess of all participants’ performances in the con-
cert and once, one of the female singers received
an individual description:

“The charm and emotional depth of the folk songs
were perfectly revealed by the performers, not only in
the parts that were symmetrical in architecture, but also
in rich recitatives.

The audience that filled the hall warmly welcomed
all the artists: Mrs. Consuela Eastwick, Raisa Azrova,
Antonina Tikhonova, Messrs. Victor Andogu and
Grigory Raisov. A. Tikhonova, with her strong and very
warm mezzo-soprano, was the greatest success” [12].

It was only Viktor Walter’s who specifically
addressed the issues of the folk tunes’ musical
originality and some of A. Eichenwald’s methods
of working with them in his article “The Oriental
Music Concert” [12]. The exception is the phrase
that has already been mentioned above: “In his
harmonization, which preserves the authentic mu-
sical content and peculiar formulas of these folk
songs, they reveal their beauty to European listen-
ers ...” [15] and its variant from “Oriental Music”:
“His harmonization, that makes them accessible to
the European listener, preserves the original poet-
ry, the freshness of feeling and the originality of
oriental folk songs’ expression” [12].

The text of Walther’s article, as well as the
phrases just quoted, remind of literal translation,
most likely from French, (the structure of phrases;
“a five-tone scale” instead of “a pentatonic scale” -
French “ gamme pentatonique”; simply “drawing”,
used out of context, instead of “a melodic pattern”
or “a melody” — in French: “dessin (mélodique)”;
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“accord” instead of “harmonize”, etc.) and are not
always easy to understand.

“The songs, performed in the concert, amaze
with their musical richness, diversity and originali-
ty, although in some of them the influence of Rus-
sian songs can be heard” [12], writes Walter and
calls the fact that most of them are based on the
sounds of a non-semitone pentatonic scale their
particularly original feature. He does not find the
absence of an introductory tone in oriental tunes to
be a disadvantage that hinders the use of European
harmonization, on the contrary, in contrast to Eu-
ropean and Russian songs, it is a quality that helps
to avoid some of the European music shortcom-
ings. Due to the absence of the 7™ (VII) step, “a
properly harmonized Tatar song will not have
those cadences (conclusions) that make European
music so monotonous,” he believes. From his point
of view, Eichenwald “with full knowledge of the
matter, harmonized [the author has it “harmo-
nized”. - Yu. L.] Tatar songs and made of them,
preserving the exact intonation [that is, the melody.
- Yu. L], excellent vocal pieces”.

Describing the means that help A. Eichenwald
avoid monotony “when arranging songs”, Walter
names the “very subtle and skillful” use of 1) con-
trapuntal techniques (“very elegant figurations and
imitations in the accompaniment”), 2) modulations
and 3) various timbre piano colors.

“The latter technique, the use of timbres, plays
a special role when creating large pieces for or-
chestra from folk themes, as Glinka, Borodin and
Rimsky-Korsakov used to do it,” reminds Walter
and then, somewhat inconsistently, notes: “To-
gether with A. Labinsky the author played two
suites by Eichenwald on two pianos. It is difficult
to judge these things not in an orchestral perfor-
mance, but they seemed to me less interesting than
vocal pieces: in the Suite, I would like to see more
complex architectural work [12]. Apparently,
speaking of the skillful use of piano timbre colors,
Walter had in mind not the two piano suites, but a
piano part of folk songs’ arrangements, or else, he
found the suites less interesting, despite the skillful
use of orchestral colors.

The responses of A. S., J. B. Le Comte and L.
Humbert in French are very concise and, taken to-
gether, take up no more than two typewritten pages
[8]. [9], [10]. But they possess a lively, positive or
negative, emotional reaction to the music of A.
Eichenwald, moreover, the assessment of individu-
al results of his creative work is given from a pro-
fessional standpoint. These responses can be con-
sidered real reviews.
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“One of the last—and not the least—public ar-
tistic performances in the Gaveau Hall was the fes-
tival of Tatar music, at which a series of works by
Mr. Antoine Eichenwald were highly appreciated”,
writes Le Comte, admiring the “musical expression
of the peoples preserved in their originality”. [8]
The tone of the article shows that the author is sat-
isfied with the concert. He writes about discover-
ing completely new musical values and new
rhythms, used in a way that appeals to the modern
era. As a sensitive person, he felt the historical
context in the Tatar melodies and perceived the
Tatar people as the heirs of the once great glory [8]
(“In fact, Mr. Eichenwald refers to the Muslim
populations of the Russian steppe, who are living
monuments of the Far Eastern raids: fragments of
the Golden Horde Mongol tribes that Genghis
Khan and Tamerlane led to conquer Europe™).

Le Comte intuitively felt the quality called
“mon” in the Tatar melodies (which means that
“mon” was also heard in the singing of the per-
formers!); not knowing anything about this word
or its meaning, he managed to understand the spirit
of the Tatar folk music creators expressed by it,
when they found themselves in new historical con-
ditions. Le Comte wrote: “He [Eichenwald] col-
lected really extremely charming melodies, in
which one can feel the thrill and vibration of all
nostalgia for the homeland of their nomadic ances-
tors” [8].

“As a disciple of the best Russian teachers, es-
pecially Rimsky-Korsakov, he [Eichenwald] is
more prepared than others to make an appropriate
orchestration of this native music: he cannot have
failed to achieve a completely deserved success for
the audacity and novelty of his attempt”, —Le
Comte concludes his short notes in this approving
way [8].

A. S. evaluates Eichenwald as a Russian com-
poser, “who has carried out very important ethno-
graphic work, collecting oriental melodies for
more than ten years; the melodies, which originat-
ed from the territories from the Volga and the
Urals to the Caucasus and Crimea, in a word, in all
those Russian regions that are closest to Asia” [9].
The author, like some other Parisian journalists, is
of the opinion that “these melodies give an idea of
the extent to which Russian folklore was subjected
to oriental influence and what share of this influ-
ence was experienced by “The Five”, and among
them, first of all, Rimsky-Korsakov and Borodin,
then Mussorgsky. At the same time, in such a typi-
cal, from his point of view, feature of the Tatar
folk tunes of the Volga or Urals, as a small range
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and incessant whirling within a third or a fourth, he
sees “the Slavic character of music with a more or
less oriental flair, the presence or absence of in-
creased seconds” [9].

At the same time, A. S. does not name any
specific examples, so it is difficult to argue with
him. In any case, among the Tatar tunes, used by
A. Eichenwald, there is not a single one in a third
or a fourth range, and even more so with extended
seconds. Perhaps, the author perceived the features
of various Eastern peoples’ tunes as characteristic
qualities of any oriental piece, and the definitions
“Eastern” and “Tatar” are considered to be in some
way synonyms, at least within the framework of a
conversation about the particular concert. In this
case, it is not important; of importance is the fact
that A. S. drew attention to some characteristic fea-
tures that are really inherent in a number of Eastern
(more precisely: Middle Eastern) melodies, and to
the mutual influence (or similarity in individual
manifestations) of Russian (Slavic) and Tatar
(Eastern) music. No doubt, these observations of
A. S. were made on the basis of his personal audi-
tory experience.

A. S. considers  A. Eichenwald’s
harmonizations to be very satisfactory, but tradi-
tional, more than, perhaps, their author believes,
subject to the fashion (template) of today. The ac-
companiment of the singing with piano chords, the
use of “the apparatus of preludes, cadences and
other school tricks” clearly does not satisfy him,
while A. S. recognizes the problem of harmoniza-
tion as almost an insoluble one. For him, Lyadov’s
or Stravinsky’s methods of harmonization are the
standard, of all the means “used in Russia, the only
ones that allow exposing the melodic line. And for
all countries of the world, this model remains
celui, proposed by Father Komitas™ [9].

Of the specific works, performed in the con-
cert, A. S. mentions two. He finds the arrange-
ments for two pianos less interesting than the rest
of the pieces, and sees their meaning only in the
fact that they give a clear idea of “which Russian
school Mr. Eichenwald can be referred to as a
composer”. In addition, A. S. finds a Persian song
(“Otme bul-bul”) worthy of special mention for
“its trembling transparency, which immediately
evokes the poetic lines of “The Thousand and One
Nights” in our memory [9].

The most critical of the French reviewers was
L. Humbert. His only approving phrase, and even
then with a reservation (“tried to collect”),
(“Eichenwald tried to collect the folklore of Asiatic
Russia with patience and curiosity worthy of
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praise” [10] refers only to the composer’s collect-
ing activity.

Humbert finds the accompaniments, in which
A. Eichenwald “dressed up all these folk melodies”
not quite accommodating with tunes, caricatured
(exaggerated) and conceived according to outdated
rational patterns” [10].

Humbert looks down on oriental folk tunes.
“These Persian, Uzbek, Tatar songs have only a
documentary meaning for us, they are all similar to
each other, their melodies are limited to the fourth
or fifth degree of the scale, and they differ from
each other only in the extent of borrowing oriental
manners,” he says [10].

“As for Mr. Eichenwald’s realizations for two
pianos”, there is nothing new, original in them ...
They belong to the same school, which we have
had too much of ...”, writes Humbert [10].

When you start reading the words: “Perfor-
mances, which displayed more or less the talent of
Messrs. Labinsky, Andogi, Raisova and Mrs.
Eastwick, Azrova and Tikhonova, enlivened this
session and provided unanimous satisfaction to the
audience” [10], one begins to hope that there was
at least something that Humbert found satisfactory.
However, in continuation of the phrase, the author
explains that under satisfaction, received by the
listeners (Russian emigrants?), he means the feel-
ing experienced “due to a mental return for a few
hours to their homeland, from which they have
been cut off for so long”.

A. Eichenwald did not claim to be to an inno-
vator in European academic music and really used
the traditional means of musical expression; how-
ever, by reproaching the composer for this ap-
proach, we fail to understand the goals and objec-
tives of his work. The point is not in the innova-
tiveness or traditional character of his musical lan-
guage in terms of the evolutionary development of
Western European music, but in his ability to use
traditional and even the most trivial European
means, which were still new to this Eastern folk
musical culture, without destroying the organic
sound of folk melodies and their imagery familiar
to the representatives of this culture.

What was traditional for European professional
art was ultra-innovative for Tatar music. At the
initial stage of the national professional music de-
velopment, the people perceived national tunes’
arrangements not as a composer’s experiments, but
as their own native tunes, and they did not tolerate
even a slight forcible submission of their melodies
to the unknown scientific laws of a foreign world.
At that time, Tatar professional and folk music had
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not yet gone their own independent ways and were
perceived by the Tatar people as a single whole.
And the significance of A. Eichenwald’s arrange-
ments is that the Tatar audience did not reject
them, and European listeners liked them too.

The publication place of the article “The Folk-
Songs of the Tartars”, written in English by
Nathalie de Bogori in the “Musical courier” (Eng-
land? France?), as well as the type of the publica-
tion (a newspaper? a magazine?), remain unknown.
The clipping format is similar to that of a maga-
zine, but instead of the number in the header, there
is a date (July 8"), which is not very typical, but
possible in the magazine series [11].

N. de Bogori accepted oriental tunes with un-
disguised sympathy and displayed great attention
both to the concert program and to the collecting
and composing activities of Eichenwald himself.
Having met with him, N. de Bogori, like V. Zenz,
wrote down Eichenwald’s story about the history
of his interest in the recording and arranging of
Tatar folk tunes, fixing some details that comple-
mented or clarified a more detailed presentation of
a similar conversation by V. Zenz. N. de Bogori’s
sincere interest in the chosen topic is felt through-
out her article, and I would like to acquaint readers
with its full text:

“Most countries bring to the judgment of so-
phisticated listeners their rich fund of folklore mu-
sic performed by domestic artists, whose talent and
ambition help them to go beyond the limits of na-
tional culture. That is why the mournful songs of
the Georgians of the Caucasus became known to
us. But the numerous peoples of Siberia have never
had an interpreter. The Volga Tatars, Bashkirs,
Uzbeks - the songs of these peoples were as alien
and unknown until a few previous evenings as their
very existence in the distant steppes.

Prof. Anton Eikhenwald, a composer and con-
ductor from Moscow, became interested in this
unknown folk music fifteen years ago after the
publication of a collection, compiled by
Grechaninov"” whose song arrangements, admit-
tedly, did not resemble the originals. When this
music was presented to a group of the Tatars,
versed in music, they said that it reminded them of
their songs, but was not identical to them. This
made Prof. Eichenwald begin his research.

The first big problem for him was the problem
of communicating with singers. The best of them
were women. Indeed, the Koran [mullah?] forbids
men to sing, and anyone who lets himself display

B See: [19]. — Yu. I

80

such frivolity knows that he will not be allowed to
pray in the mosque. Consequently, it was neces-
sary not only to get to know the women who lived
according to the customs of the old Turkish re-
gime, but it was no less important to enter their
homes, since that was the only place where they
sang. After getting a group of patriotic Tatars in-
terested in his ideas, Prof. Eichenwald through
them was invited to the house of one of the promi-
nent Kazan Tatars, who had six [musically gifted]
wives and a piano. Next, he was invited to the
house of a very elderly woman in Arsk'*, a tiny
town where he heard some of the oldest songs
from his collection. In order not to embarrass the
singer, he usually listened to and recorded her
singing from the next room. Thus, thanks to his
friends, he visited the Bashkirs, then the Chuvash,
one of the rare non-Mohammedan peoples of Sibe-
ria, representing a mixture of Tatar and Swedish
blood. Then, he went to Persia and collected Turk-
ish? songs; so now his collection already includes
2000 songs, still unknown and not heard in West-
ern Europe. He studied various languages and dia-
lects.

However, the recording [of the melody] only
triggered the problems that Prof. Eichenwald
faced, since the problems of harmonizing the songs
and choosing an adequate accompaniment were
even greater. Again, relying on the friends that the
scholar had among the people, he played them eve-
rything he composed and asked their opinion. And
it took some time before they stopped shaking their
heads doubtfully and saying, “It's like our songs,
but not quite”. Of course, it was difficult, playing
the piano, to achieve the effect of the sound pro-
duced by folk instruments: psaltery, harmonica and
more familiar percussion instruments that beat out
a monotonous rhythm.

Success came when Prof. Eichenwald under-
stood (found) how to work with a pentatonic scale,
similar to the one used by the Chinese. The musi-
cians laughed at him, but he stood his ground, re-
ceiving the approval of his Tatar advisers. He was
busy with this work when the Russian revolution
broke out. In 1920, the newly formed government
of the Tatar Republic decided that there was an
opportunity to acquaint the people with how folk-
lore music, performed by a symphony orchestra,
would sound in a concert. The work was complet-
ed, and Prof. Eichenwald presented it for his Tatar
friends’ judgment. The first concert for the Tatar

' The author has it: Arsk Tetyushi Spassk. Three differ-
ent settlements, which, apparently, were discussed, are
reduced to one. — Yu.lL
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public was given in the huge auditorium of Kazan.
The listeners, hearing their native songs, performed
by the orchestra, whistled with delight, while the
women wept. One of the songs was repeated four-
teen times. It was a historic event, and such a phe-
nomenon happened in every Muslim center.

The performance of such wonderful and inter-
esting folk music in Western Europe by Prof.
Eichenwald was supported by several brilliant per-
formers who did not hesitate to learn difficult lan-
guages and exclusive harmonies. Together with
them, he gave a concert in Paris, which aroused
extraordinary interest.

It is absolutely impossible to describe these
songs with their unusual original melodies, as well
as the sadness that pervades most folklore tunes.
Some of them surpass others in their beauty. One
of these is the Persian song Otmé-Bul-bul, beauti-
fully performed in Persian by the American singer
Consuela Eastwick (soprano).

O noch', takaya svezhaya i nezhnaya, yarkost'
serebryanykh nebes,

O aromat roz, sladkiye pesni solov'yev,

Chto govoryat nam o lyubvi i nezhnosti.

O night, so fresh and tender, the brightness of
silver skies,

O fragrance of roses, sweet songs of nightin-
gales,

What do they tell us about love and tenderness.

Another exceptionally beautiful song, strongly
reminiscent of Great Rus’ (Russia) folklore music:
the song Ouz Behtcha Haramzi:

O moye ustavsheye serdtse,

Moye serdtse plachet, rydayet i stonet.

Oh my weary heart

My heart is crying, weeping and groaning.

But the most brilliant performance and, conse-
quently, the most powerful effect was achieved by
Madame Antoinette Tikhonova, the mezzo-
soprano of the Moscow Opera, who sang both sad
and cheerful melodies with equal skill. And among
them was one of the most beautiful Tatar songs
Esiulia iouziak:

U kromki vody

Slyshno pechal'noye peniye

Malen'koi ptichki.

At the water’s edge

Little bird’s

Sad singing is heard.

Another very successful song was Tiaftelaou:

Zherebenok rezvitsya v zelenykh polyakh,

A lisa rezvitsya na solntse.

Tol'ko sirota, lishennyi radosti i radushiya,

Znayet vsyu tyazhest' i gorech' bed.
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The foal frolics in the green fields,

And the fox frolics in the sun.

Only an orphan, devoid of joy and cordiality,

Knows the severity and bitterness of troubles.

Several songs strongly resembled the music of
both Great (Big) and Malaya (Small) Russia, ex-
cept for those that, according to Prof. Eichenwald,
the Russian peasants copied from their neighbors,
whose songs are more ancient than piano and com-
plicated because of their perfect simplicity. To-
gether with pianist Alexander Labinsky, some of
the melodies were performed on two pianos, thus
revealing the originality of this music even more
strikingly. Now that the French public has heard
these songs, Prof. Eichenwald is negotiating publi-
cations, the first of which should be the publication
of Muslim songs of the Middle East peoples”"”

[11].

Results

Having performed the programs, which includ-
ed a series of works based on Tatar folk tunes in
various cities of the country and abroard for sever-
al decades, A. Eichenwald did not survive to hold
their re-performance in Kazan.

On arriving at the place where he was planning
to hold concerts of “oriental music”, the composer
started with acquainting individual figures or cer-
tain musical circles not only with the music itself
(this was the case in Paris), but also with press re-
views of the previous concerts. In Paris, the infor-
mation about the Kazan journalists’ reviews of the
concert in 1923 got into French publications;
whereas in Kazan, no one knew anything about the
reaction of the French public and the French press
to the similar performances and displayed no inter-
est in this. However, the comparison of the Kazan
press, not only with the Parisian, but also with the
Tiflis and Tomsk mass media, is clearly not in fa-
vor of the former.

Conclusions

Oriental tunes, arranged by A. Eichenwald, are
a valuable ethnographic material. The ethnog-
rapher-composer was able to penetrate into the in-
nermost depths of folk art and capture its origional
features. In a series of publications, we managed to
systematize the responses and reviews published in
the Tatar and Russian press, as well as in foreign
publications.

"> Translated from the Russian variant by N. Z.
Shamsutdinova.
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KOHIEPTHI BOCTOYHOM MY3bIKH B ITAPUKE

KOany3 HakueBna HcanGer',
mileuscha@mail.ru.

Jannas paborta ecte mponopkeHHe CTaThll «CHMQOHMYECKHI KOHIEPT BOCTOYHOH MY3BIKH B

Kazanu 1923 roga» (Tatarica. 2022. Ne 1). Marepuanom Ijisl MCCIEIOBAHUS MOCTYXIIA UHTEPBBIO C
A. DHXEHBAIBIOM, PEIIEH3UH U OT3BIBBI O KOHIIEPTE BOCTOYHOH MYy3BIKU B [lapmxe, OImyOIMKOBaHHEIE B
3apyOeXHBIX W3aHUAX. ABTOp Ha OCHOBE AapXHWBHBIX HCTOYHHMKOB PEKOHCTPYHpPYeT reorpaduio
racTpOJBHBIX TIO€3I0K KOMIO3uTopa. B crarbe mokaseiBaeTcs, d9ro A. OHXeHBaJIbI Bel
MIOCIIEAOBATENBHYIO Pa0OTy O IPOJBIDKEHUIO TATAPCKUX TIECEH B MUPOBOE KYJIBTYPHOE ITPOCTPAHCTBO.
ITo3HaKOMUBIINCE C COAEP’KAHUEM PELIEH3UN U OT3BIBOB, aBTOP NMPUXOAUT K BBIBOIY, YTO KOMIIO3UTOP
3HAKOMWJI ~ My3BIKQJIBHBIE KPYTM U  KOPPECHOHIEHTOB C YK€ MMEBIIUMHCS  OT3bIBaMU,
OITyOJIMKOBAaHHBIMU B POCCUICKUX M TaTapCKHUX W3/IaHUSX.

' Tlo nprumHe yxo/a 13 KU3HH aBTOPA CTPYKTYpPa CTAThU ObIIa BEICTPOECHA B COOTBETCTBHH C TPEOOBAHUSAMH Ky -
Haia pegaktopoM M. M. XaOyTauHOBOH. Matepuall B3sT U3 XPaHAIICHCS B IMYHOM apXHBE MY3BIKOBEIA PYKOITUCH
«/lestenbHOCTH AHTOHA DiixeHBanbaa B Kazanu u ero okpyxenue» (Ouepkn) [1, c. 198-235.]
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KaroueBnle cioBa: TaTapCKad MY3bIKa, A. BﬁerBaan[, KOHIEPT BOCTOYHO MY3bIKH, HapI/I)K,

Kazann

Beenenue

B TpymoBom crnucke ciyxamiero (1892—1936),
cocTaBIcHHOM A. DiixeHBapa0M B Hadaje 1930-x
roZIOB, UMEIOTCS CBEJCHUS O €ro JBYX IOCIEPEBO-
JMIOMOHHBIX BBIE3AaX 3a pyOeX — KOHLEPTHOM
TypHe 1o EBpone «c HapoausimMu necHamu CCCP
(ITapmx u npyrue ropona)» B 1924 romy u ractpo-
nsx B Hunne B kauecTBe onepHOro u cuM¢poHnde-
ckoro gupmwkepa B 1925-m (I'LIMMK). A mo cBe-
neHusIM «My3bIKanbHOW SHIMKIONEINN», BpPEMs
npeObIBaHms DHXEeHBaNbAA 32 PyOeKOM M CIMCOK
MOCELIEHHBIX MM CTpaH HECKOJBbKO HHBIE. ABTOP
cratb 00 A. DiixenBanpne b. C. Illrefinnpecc
COO0O0IIaeT, 9To KOMIO3UTOp «B 1924-26 ractpo-
JUPOBAJl KaK ONEpHBI M CUM(D<OHHMYECKHI™> IH-
pwxep Bo ®panuuu u benbrum, B 1927-28 — B
[eitmapum» [2, cT0. 495].

Ecau cBenenus LlteliHnpecca COOTBETCTBYIOT
NEeHCTBUTEIBHOCTH, TO, BUAUMO, 3aMalldyMBaTh B
TPyAOBOM criucke ractposm Bo Opanmmn (ITapixk,
Humma) B 1924-1926 romax A. DiXeHBalbI HE
Mor, a coobmarb o npyrux crpanax (bembrus,
[IBeiitiapus) u emie 06 oxHoi moe3ake 1927-1928
roZIoB He XoTelsl. B Te BpeMeHa JMIIHKN pa3 Hamo-
MHUHAaTh O MpeObIBAaHMM 3a IpaHHULEH ObUIO He-
0e30macHo, JlaXke eCNIM BBIE3/Ibl OCYIIECTBISUIIUCH
HE HMHaye, KaKk N0 O(HUIHaTbHOMY pa3peIIeHHUIO
COOTBETCTBYIOIIMX OpPraHoB, TeM Oonee dTO,
B ommmune oT 1924-1926-x, B 1927-1929-x romax
A. DiixeHBanb] UMEJI HA POJUHE TOBOJILHO TIPO-
JOJDKUTEIbHBIE TeaTpajbHble KOHTPAKTHI W IPH
HEOOXOJIMMOCTH MOT JOKYMEHTAIIFHO IOJITBEp-
muTh cBoe npedriBanre B CCCP u yioBieTBOpUTH
BO3MOXHBII HHTEPEC K €r0 MECTONPEOBIBAHUIO.

Heckonpko mO-MHOMY BBIMJISIIUT Teorpadus
TaCTPONBHBIX TIOE3M0K A. DHXeHBaNbIa B KHUTE
M. HurmenssHoBa «Tarapckas HapoaHas MecHS B
00paboTKe KOMIIO3UTOPOB». B omHOM W3 mpume-
YaHWUU K CBOEMY TpyIy aBTOp WHpopmupyer: «B
nepuon ¢ 1926-1927, 1927-1928 rr. A. JiixeH-
BaJbJl C MPOrpaMMaMH W3 TaTapPCKUX HAPOIHBIX
MIECEH TacTPOIIMPOBaI BO MHOTHX ropofax EBpormst
(Munan, [Mapux, Pum). Cm. adpumm B apxuse my-
3es uM. M. U. I'nuaku npu MockoBckoil rocyaap-
CTBEHHOU KOHCepBaTopum» [3, c. 31].

MartepuaJibl 1 METOABI HCCJIETOBAHUS
Martepuanom s aHajw3a MOCITYXXUIH 3apy-
OC)KHBIE ITyOJIMKAITUU O KOHIIEpTax A. DUXeHBaIb-
Ja Bo OpaHIuHU.

&3

B pabote uCmonmb3yroTCs TpaaUlMOHHBIE Me-
TOJIBI MCCIICIOBAHUS: ONTUCATEIbHBIN, CPABHUTEb-
HBIH, KJIacCCU(DUKAIMOHHBIH, pad0oTa ¢ HAyYHBIMU
WCTOYHHUKAMHM, METOJ] aHAJIN3a U 0000IIEHH.

Oo6cy:knenne

B mporecce paboTsl Hax KHUTON HaM yaajioch
MIO3HAKOMUTBECSI C MaTepHajlaMi, IMOATBEpPXKIAlo-
mmMu npeOpiBanue A. DiixenBaibaa Bo OpaHuun
B 1926 rony. KoHKpeTHBIE TOKYMEHTBI, CBSI3aHHbIE
¢ ero mpeObBanreM TaMm B 1924 roxy, moka obHa-
PYXHTh HE yJaloch, HO B WHTEPBBIO, OIMyOJIHKO-
BaHHOM B 1926 romy B MapuXKCKOW PyCCKOS3BIU-
HOHU razere «[Ium», A. DlixeHBanbJ yTBEpKIad,
yT0 oH yexan u3 Coserckoro Coro3a B 1924 rony,
yeMy HeT ocHoBaHUWil He Beputh [4]. C uem Obina
CBsI3aHA €ro IOE3[Ka, Cle MPEACTOUT YTOUHHUTb.
Vdumckwmii my3pikoBen C. Y. Maxuel, Hanpumep,
TOBOPUT 00 SMHTpalH, HO, JAaBas HWHTEPBHIO
SMUTPAHTCKOU razere, Bpsal u A. DIXeHBaAJIbJ HE
ckazai 061 00 3ToM (hakTe mpsmo [5].

HaBepusika A. DiiXeHBaJIb MPEANPUHSIT 3apy-
OCXHYIO TMOE3JIKy HE HMCKIIOYHUTENFHO CO CIeH-
aNbHBIMU aBTOPCKUMH KoHUepTamu. Ckopee, OH
BOCIIOJIb30BAJICSI ONEPHBIMU WM CHUM(OHUYECKU-
MU TacTpOJSIMH JUIA yCTPOMCTBA B TOM YHWCIE U
aBTOPCKHUX KOHIEpTOB (ecimm oHM B 1924 Tomy
neiicrButenbHo Obuiv). Ho To, uTto B TpymoBom
cnucke A. DWXeHBaIb] AWIUIOMATUYHO HA3LIBAET
CBOM KOHLEPTHBIA PENepTyap «HAPOAHBIMU IIEC-
HamMu CCCP», 3TO TOJBKO CJIOBa, 32 KOTOPBIMHU
CTOWT TIOTBITKA YTOJUTH COBPEMEHHBIM COBETCKHUM
BJIACTSIM, TIOKa3aTh HJEOJOTMYECKYIO aKTyallb-
HOCTH cBoell aesarenbHocTd. Ha gene sxe A. Di-
XEeHBaJbJla KaK 3THorpada U KOMIIO3UTOpa B 3TH
TOJIBI TIPUBJIEKAIIN TTECHU TOJIBKO BOCTOYHBIX (TIpe-
MMYIIECTBEHHO TIOPKCKHX) HAapOJOB, MpUYEM HE
TOJIBKO COBETCKHX. [la)ke mo3jiHee, HaKOIUB yKe
0oyee MMPOKUHA «BOCTOUHBIN» KOHIEPTHBIA pe-
nepTyap, A. DUXeHBaIbA MPOJODKAT BKIIOYATH B
CBOM KOHIIEPTHBIE INPOrPaMMBl @K€ Ha POAHMHE
00paboOTKH TYpeuKHX ¥ MEePCHACKHX, TO €CTb 3a-
pyOexHbIxX, meceH. [1o cOBETCKOW TEpMHUHOIOTHH
OoJsiee TO3HUX MOCIEBOCHHBIX JIET, MPOrPaMMBI,
NnoJ00HBIE MPOrpaMMaM €ro MapWKCKHX KOHLEp-
TOB, JOJDKHBI ObITM OBl mMMeHoBaThes «llecHaMu
HapoJ0B MUDPA».

B xonme 1920-x romoB, BO3BpaTUBIIUCH B
CCCP, A. DiixeHBalp] MPUMEPHO TaKOW TEPMHU-
Hosorueit («llecHm HaApoOmOB») TOXKE OTYACTH
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MOJIb30BAJICS, HO HE MO OTHOUICHWIO K COOCTBEH-
HBIM IIPOU3BEICHUSM.

Hupmxkepckas xe padbora A. DifxeHBalbla B
Humne (1o He B 1925-M, Kak OH yKa3bIBaeT B CIH-
cke, a B 1926 roxy) moaTBep:kmaeTcs, KpOMe CBH-
nerenscTBa LTeliHNIpecca, psaIoM JOKYMEHTOB. B
yactHocTH, B ¢onmax 'LIMMK xpansrcs adpumm
CEHTSAOpPBCKUX MocTaHOBOK omnep «Kus3p Wropu»
A. bopomnua un «Kutex» («Ckazanwe O HEBHUIU-
MoM Tpame Kurexxe u geBe DeBpOHHUN»)
H. A. Pumckoro-KopcakoBa ¥ cHM(pOHHYECKOr0
KOHIIepTa, coctospmrerocss 10 okTsaops 1926 roxa
mpu y4dactuu neBunbl A. THXoHOBO# W muaHuCTa
CanenbHuKOBa (B mporpamme Baruep, Jluct, Oi-
XCHBAJB).

A. DiixeHBanpll C TPyHIoH, coOpaHHOH mpe-
MMYIIECTBEHHO H3 pPYCCKUX OIEPHBIX IEBLIOB
(«mpeMbepoB IKC-UMIIepaTopckux TearpoB CaHKT-
[lerepOypra m MockBbI», Kak CKa3aHO B TeaTpallb-
HOM Oykiere), ObLT mpuriameH B Humity mupek-
nuelt «JletHero tearpa Museana» B 3aMke rpada
Muneana-Buxbepa. O3HaKOMIICHHE C U3SIILIHBIM U
kpacuBo odopmieHHbIM Gykiaerom «Théatre d’Eté
de Miléant», mpuypodeHHBIM K MocTaHOBKe «Ku-
texa» (Qoug I'LITD), naer HEKoTOpOEe HpeacTaB-
neHne 06 3Tux ractpoisix. B Oykiere comepxarcs
CITUCOK JCHCTBYIOIIMX JIMIT U UCTIONHUTENeH «Ku-
texxa» (K. 3amopoxern, I'. Paucos, A. fkoenesa,
I'. Ilo3eMKOBCKHUI, M./B? IIonos, E. CagoBuna, M.
I’ Apunain, M. bapmunos, C./K*. KaiinanoBckwit, I
Hy6posckuii, JI. KopotHeBa) u ornu4nble QoTO-
rpadpun Moatpa (Le Maitre) DiixeHBanpaa u paga
COJIMCTOB, @ B OJHOW M3 CTaTei, MOCBAIICHHBIX

camomy JletHemy Tearpy, YIIOMSIHYTHI
MPEJCTOSIIIUE CHEKTAKIU PYCCKOTO OIEPHOTO
KOJJICKTHBa  (JIOOOMBITHO, YTO  3JIeCh  XKe

nomerieHs! ¢orto rpada ¢ moxmuceio «Comte de
Miléant» u ¢oro mpamopHoro Orocta Jibea Tosn-
croro ¢ noamuceio «Comte Léon de Miléant-
Tolstoi.

T"acTposibHbIN OTIEPHBIN peneptyap
A. DiixenBanmpia ObUT cephe3HBIM. Hapsmy c
«Knszem HUropem», HCIIOIHEHHBIM NIPH OTKPBITUU
cesoHa (kak cooOmanoch, ¢ ydactuem 200
ncnonHUTeNeH), n «Kurexem», U3 Mpou3BeACHUN
PYCCKMX KOMIIO3UTOPOB B IUIaH OBUIM BKJIIOUEHBI
«3omnoroit nerymok» n «lllexepasana» Pumckoro-
Kopcakosa, «Esrennii Onerun» YaiikoBckoro, a
TaK)k€ HOBBIE ISl PYCCKHX HCIIOJIHMTENEH WU, B
Jy4lIeM CiIydae, BCE )K€ MEHEe M3BECTHBIE UM U
TpeOyromme TIIATEIHHOTO pa3yduBaHUs

2 B crmcke HCTIOJHUTENIEH U B MOATHCAX 1107 POTO
MHUIAATB HEKOTOPBIX apTHCTOB Pa3HATCSI.
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npousBeneHus: «denpa» XK. Pacuna «c My3bikoit
K. Maccrey, «Kopundckas cBagpba» (Ha pycckoit
crene: «Kopundckue wHoum») A. DpaHca «c
MapTUTypor A. Brocce»’, omepsl «Meductodens
A. botito u «Opdeit m IBpuanka» K. B. I'moka.

A. DiixeHBanp[ MONYyYWN TPUTIAIICHUE B

Huy, yKe uMmest OIIpEJEIICHHYIO
WCIIOJTHUTEBCKYIO u KOMIIO3UTOPCKYIO
U3BECTHOCTh BO  (DPAHIY3CKUX MY3bIKaJbHBIX

Kpyrax. biaarogaps ero nMuHOMYy NPHCYTCTBHUIO B
[Napwxe wnmm Her, HO B 1925 roay Ha cueHe
MapIKCKOTO TeaTpa «AibpramMOpay ObLIT IMOCTaBICH
ero Oamer-mantomnma «Kap-nitumiay. [lockombky
MoJ, OTHUM Ha3BaHWEM ObUT U3BECTEH OaneT
. CtpaBuHCcKOro, mpembepa KOTOPOro COCTOSIIaCh
B 1910 romy B pamkax mnapmwxkckux «Pycckux
cesonoB» C. JlsrumeBa, Oamer A. DiixeHBaiabAa
iesn oJt Ha3BaHUEM «VBaH-11apeBUY».
[Ipurnamenuto kommoszutopa B Hunny worma

CHOCOOCTBOBaTb M H3BECTHOCTb,  KOTOPYIO
npuoOpenr ero HeJaBHUE, anpelbCKUld |
WIOHbCKHAM, KOHLIEPTBl «BOCTOYHOM HApOIHOMI

MY3bIKW», TaHHbIe UM B [lapnxe.

Ilepen BTOpBIM U3 3THX KOHLIEPTOB, IIPEIBAPSI
U3JI0KEeHUEe TekcTa Oecelpl ¢ KOMIIO3UTOPOM B
razere «/lHU», ero mapmwKCKuWil CcoOecemTHUK
B. 3en3 nucan:

«/IBa Mecsama Tomy Haszan B manoi 3ane ,,l'aBo*
npuexaBmuM u3 Poccum kKoMmnosnTopoM-3THOTrpadom
A. A. DiixeHBambIOM OBbII JaH HEOOBIYHBINM IS
[Napmwxka KOHLEPT, MOCBSALICHHBIA HApOAHOW IecHE
Tatap, KazaxoB (y apropa: Kuprusos)', Gamkmp,
y30ekoB, Typok. KoHmepr coOpanx mnomnyio 3airy u
BBI3BA TIOJUTMHHBIN BOCTOPT Iy OJINKH,
MOYYBCTBOBABIIEH B JTHUX IECHSIX M MY3BIKAIbHBIX
IbECax HE TOJBKO YTO-TO HOBOE, HO M CBEXee, SPKoe,
MOJI0I0€ Kak CBeXO M MOJI0OIO OBIBaeT Bce,
BBIXOJAINEE U3 MCTOKOB IIOJUIMHHOTO HApOJHOTO
TBOpuecTBay [4].

3 YIMEHHO TaK, ¢ aKI[EHTOM Ha HMEHAX aBTOPOB JIHTEPa-
TYpHBIX HCTOYHHUKOB NnOperTo Pacuna n @panca, a He
aBTOPOB My3bIkH MaccHe u brocce, cTouT B OykiieTe.

* Jlaree B aBTOPCKOM TeKCTE HPHMEHHTENHHO K Ha3Ba-
HUSIM aHAJIOTUYHBIX 00paboToK A. DiiXeHBalbaa BMe-
CTO TEPMHUHOB «KHPTH3» M «KHPTU3CKUN» YIOTpeOIs-
IOTCSl COOTBETCTBEHHO «Ka3ax» U «Ka3axcKwit». B 1u-
TUPYEMBIX JOKYMEHTaX, B TOM YHCJIE KOHIIEPTHBIX IIPO-
rpaMMax, TSPMHUHBI «KHPTU3» U «KUPTU3CKUI» coXpa-
HsroTCsl (0OBIYHO ¢ MpuMevyaHueM). HenpasuibHoe Ha-
3BaHHWe Hapojaa cBs3aHO ¢ TeM, 4to B Poccun u CCCP
o 1925 roma, xorjga KazaxaM pa3pelivif BEpHYTh HC-
TOPUYECKOE WM, WX HWMEHOBAIN KHPTH3aMH (CM.,
Hanp.: [6]).
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A. DiixenBanpa, pacckaszeiBasg B. 3eHzy 00
HCTOPHH OPraHM3alUK TUX KOHIEPTOB, COOOLIHII:

«B 1924 rony s Belexaid 3a rpaHHIly. 37€Ch NEPBLII
KOHIIEPT BOCTOYHOM HapoaHOU My3bIkH 5 Aan B [lapuxe
B penakiuu ,,PeBro Mrio3ukanb® Ha Tak Ha3bIBa€MbBIX
,,KOHLIEPTax-MUTHHTrax", TpakTUKyeMbelx B Ilapioke.
KoHuepTs!l 3TH B MY3BIKQJIBHOW cpele MMeNu YCIeX.
MHe npeUIoKIWIN YCTPOUTh KOHUEPT Uil MyOJIMKH —
HO JUIS 3TOTO HaJI0 OBUIO IUIATHTH OFOpO OOJBINNE IEHB-
ru. S otkazancsa. Torma ycTpownu OecriaTHO B Maloi
3ane ,J'aBo“. Koumepr mmen Oompmoit ycmex. ®paH-
I[y3cKas Ipecca OTHECIach 04€Hb COTyBCTBEHHO, OTMe-
THB HOBOE, HeoxupaHHoe. OUeHb 3aMHTEPECOBAJICS
COOCTBEHHUK 3aJIbl ,,] aBO* ¥ caM NPEeIOKHI YCTPOUTD
Teneps KOHLEPT B 6onblIoNd KoHLIEpTHOH 3ane. [Ipuna-
JIU B 3TOM YYacTHe M JpyTrue My3bIKalbHbIE OpraHH3a-
un (,Myc/3uka®), tenepb Mbl ycTpauBaeMm 30 WioHS
HACTOSIIUI KOHIEPT YKe Ha CBOil puck...» [Tam xe].

N3 croB A. DiixeHBallb/1a HE BIIOJHE SCHO, KO-
T/1a K€ COCTOSICS KOHIIEPT B PEAAaKIIUH JKypHaIa —
B 1924-Mm (Bckope mocie npue3aa KOMIIO3UTOpa B
[Tapux) wu ke B 1926 roxy (He3amonro 1o mep-
BOTO, alpeNhCKOT0, KOHIepTa B 3aine «l'aBoy»). Ho,
TaK WM WHAYe, Y HCTOKOB 3TOTO HAYMHAHUS CTOS-
na «PeBio miozukanb». Cam Qakt, 4To >KypHai
BKJIFOUWII B OPOUTY CBOETO BHUMAaHHS TBOPUYECKHE
OIIBITEI A. D¥XeHBalba B 00JaCTH BOCTOYHOH U
MPEeXAEC BCETO TATapCKOM MY3BIKH, YXKE CBHIE-
TEIBCTBYET O MPU3HAHUHU UX XYIO0’KECTBECHHOHW aK-
TyaJTbHOCTH ¥ IEHHOCTH.

JKypHanm akTHBHO 3aHHMAJICS OpraHU3AIMEH
pa3HOro pojia KOHIIEPTOB COBPEMEHHBIX aBTOPOB.
OnybOnukoBaHHbi B 1924 romy B COBETCKOM
exeMecssyHrKe «My3bIKaibHas KyJIbTypa» 0030p
MY3bIKIbHOW u3HN DpaHiyu HavyaT ¢ HHPopMa-
MU IMEHHO O €T0 JIesTeIbHOCTH:

«Konyepmoi ,,Revue musicale”. ®paHIy3cKuit
KypHaTI ,,My3bIKanbHOe 0003peHHe’ B HCTEKIIEM Ce30-
He ycTpauBas B llapmke perynspHble KaMepHbBIE KOH-
LIEPThI, B IBYX CEPUSIX — 3UMHEN U BECEHHEW — MO3Ha-
KOMHUBIIHE TAPIDKCKYIO ITyONHKY C HOBBIMH HJIM Majo-
M3BECTHBIMH COYMHEHHUSIMH (QPAHITy3CKHX M WHOCTpPaH-
HBIX aBTOPOB; Oyarofapsi OTIWYHBIM HCIOTHHUTENSIM —
TOXE Pa3IUYHbIX HAllMOHAIBHOCTEH — Bedepa 3TH MpH-
o0Openu MOYeTHYI0 N3BECTHOCTH. 113 HOBBIX COUMHEHUH
Obutn ceirpaHbl KBapreT, ,,ApxandecKkue MeJIoaAnu H
,.Meronbr“ Illumanosckoro, Kaprer ®nopana IlImur-
Ta, 2-s ckpunuuHas coHata bensl baproka, kBapTeThl
Koparonbna n [lancmana, MmnpoBuzauuu [jisi BUHO-
noraenn ¢ ¢n.’ Karte, CoHata [uisi BHONOHYETH COJO
Kopnas, psn BokxanpHbIX Bemiel ([Tumertn, Kamme u

> ¢.-11. — oprenuano.
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ap.), Comara mist dueittsl ¢ apdoii Cema Jpecaena’.
Lensblit koHUEPT ObUT MoOcBsilieH OHerrepy, He CUMUTAas
WCIOJHEHUSI €r0 BHOJIOHYEIBHOW COHAThl 3MMOM U
,JHacxu B Heio-Hopke™ (Tpu m03MbI) B BeCeHHeil cepuu.
U3 pycckux KOMIIO3UTOPOB HCHONHSUINCH CKpSAOWH H
CrpaBuHCKHN» [7, c. 253] (31ech U ganee KypcHB aBTO-
pa.—1O. 1.).

W3 coBpeMEHHBIX PYCCKMX KOMIIO3HTOPOB B
KOHIIEPTaX, YCTPOCHHBIX KYPHAJIOM B JAHHOM Ce-
30HE, YIIOMUHAIOTCS TONbKo CkpsouH n CTpaBuH-
CKHi, HO OBIIO OB HEPAaBOMEPHO TPEIoJIaraTh,
YTO WHTEpEC JXKypHajla K TBopyecTBY A. DiixeH-
BaJb/ia OOYCIIOBIEH TeM, 4To BO (DpaHIWU OmIy-
mancs Ae(UIUT HOBBIX COYMHEHHH PYCCKHUX KOM-
no3utopoB. JJaxxe B y3Kkoi 007acTH KaMepHOU My-
3BIKH, HE TOBOPSI YK€ O TeaTpajbHOM, 3TO HE TaK.
B npyrom pazgene Toro ke camoro 0030pa My3bI-
KaJIbHOU >k13HU DpaHLUY YUTAEM:

«Pycckas mysvika. Pycckas My3blka BecbMa IOMY-
jsipHa B Ilapuke. B MuHyBIIIEM rolly U3 YUCIIA PYCCKUX
aBTopoB MHOro wurpanu CrpaBunckoro («Vcropus
coinmara» B KOHIEpTax BeeHepa, ¢m. KoHIEpT Yy
Kycesunkoro, ¢mn. Tpanckpunmmu u3 «lletpymku» B
KaMepHBIX KoHmeptax «Revue musicale» u 1p.);
C. Ilpoxo¢resa (pomaHcel u3 op. 36; 5-1 coHata u 2-it
KoHmepT mnsi ), MsckoBckoro («I[Ipmuymer» —
ucnonasi C.  Ilpokodwer), ['nmasynoBa (crouta
«Kpemnb») monm  ympaBienwmem — Kommona, — xop
Kacransckoro «Pyce» B koHueprax Komonna, CoHarty,
IMepBeiii  u  Bropoit  QoprenbsiHHbIE  KOHIEPTHI
A. Yepennuna, «lamumy Jlanynosa, «lleTpymky»
CrpaBuHckoro, ['peuanunosa, CamuHckoro, Pumckoro-
Kopcaxosa, Taneesa u npyrux» [Tam xe, c. 254].

WnTepecHas geranb: B T€ e JHH, KOT/a ObLI
MEePBBI KOHIIEPT OWXEHBAJIb/Ia, B KOHIIEPTHOM

(Bumumo, OombmioMm) 3aie  «[aBo»  mpormen
KoHIEepT u3 mpomsBeneHuit C. PaxmanunHoBa (B
mporpamme: Onerudeckoe Tpuo — JlroOmHOBa,

Grossemy, Whitemore; pomancel — Pauca Asposa
u nuanucT A. Jlabunckuit; Conata amnst ¢popTenss-
HO ¥ BHOJOHYenu — Mapuon Pobeprc, Whitemore;
[NepBas yacth Broporo dhopTenbsHHOro KOHIEpTa
— A. IlnotrHukos, ®penkenb-Liénard u Crourta juis
IByx ¢oprenbsino — @penkens-Liénard u [InoTan-
KOB), J1a ¥ OTKJIMKH Ha 00a KOHIIepTa OIyOIMKOBa-
Hbl BOJHOM M TOM e Homepe «Le Monde
Musical» («JIe Monn Mro3ukanby).

Jaxxe Ha hoHE TaKOl MHTEHCHBHOM M OoraToi
HOBHHKaMH, B TOM YHCJI€ PYCCKUX KOMIIO3UTOPOB,
My3bIKaJIbHOW kn3HU [lapwka koHueptsl A. Oii-
XEHBaJNbJa HE OCTAIMCh He3aMEUCHHBIMU. Teruiblii

°B xxypHase: [lImura; Kamm; Konamu; Cama Jlpe3nena;
conata bena baprok.
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mpueM ciylaTteneil U IpyKHbIe OTKIMKH (paH-
I[y3CKOM Mpecchl BBI3BAIM Y MYOIHUKH HETIOAIENb-
HBII WHTEpPEC K TIPOW3BEACHUSM, BBIBEIEHHBIM
A. DiiXeHBaNbJOM Ha KOHLIEPTHYIO 3CTpady.

[lepBrIii mapyKCKUI MyOIMYHBIA aBTOPCKUAN
«Concert de musique porpulaire orientale» («Komn-
LEepT BOCTOYHOM HApOTHON My3BIKH») A. DiixeH-
BaJIbJla COCTOSAJICA B KaMEPHOM (KBapTETHOM) 3ajie
«l"aBo» 28 anpens 1926 roma. B xonmnepre npuHs-
U ydactre aBTop ((pOPTEmbSHO), COMUCTHI OTIEPHI
Pauca AspoBa (nmpuyeckoe compano), Koncyana
HcTBuk (B pecce ee MIMEHOBAIIN «aMEPUKAHCKOE»
KOJIOpaTypHOE compaHo), AHTOHWHa THWXOHOBa
(Mmemio-conpano), Bukrop Amnmora (OapuToH),
I'puropuii PancoB (TeHop) u nuaHuct Anexcasap
JlabuHCcKwMii. PexiaMHbBIE THCTOBKH M MIPOTPaMMKH
KOHIIepTa OBUIM BBIMYIIEHBI MMOJ TpUPoM 00-
mectBa «Musica» (modeTHbIN npe3uaeHT KanHa-
JI. Po3eHTanb, XyIOKECTBEHHBI PYKOBOAUTEIh
Kax Crunanmens). Jdupexnust «MycHKu», TMOHSB,
YTO DUXEHBAIBJOBCKAE OOpPaOOTKH BOCTOYHBIX
HATeBOB MPEJCTABISAIOT OOJBINOI MYy3BIKaTbHBINA U
sTHOTpaduyecKknii MHTEpec, couia cebds 00s3aH-
HOW MPEA0CTaBUTh HH(OPMALIUIO O KOHIIEPTE BCEM
3aMHTCPCCOBAHHBIM JIMIIAM. HeCMOTp)I Ha MaJICHb-
kre QopMaThl JINCTOBOK WM TPOTPAaMMOK B HUX,
KpoMe (aKTHYECKHX CBEJICHUH O MECTe U BPEeMEHH
MMpOBECACHUA KOHLEPTa, MNEPCUYHA MCIOJIHACMBIX
MPOW3BENIEHU W HWCIONHUTENeH, Tyna Obun
BKIJIFOUEHBI CBEJICHHSI 00 aBTOpPE M HCIIOJHAEMBIX
IIPOU3BECACHUAX.

[IporpaMMa KoHIIEpTa B IBYX OTAENEHUIX (de-
THIPE UCTIOJTHHUTENS B TIEPBOM OTJIEIICHUH, TPH — BO
BTOpPOM) BKJItOHana 22 HoMepa:

[Premiére partie]

I. Airs Populaires Orientaux pour deux
pianos (suite).

a) La Source froide «Salkan Tchichmay,
vieille chanson tartare de Volga — Kazan.

b) Danse des femmes, danse populaire
tartare de Volga.

c) La Mort du Héros, ballade populaire
bachkire d’'Oufa.

d) La plume d'Oie «Kaas-kanati», chanson
et danse tartares de Volga.

ALEXANDRE LABINSKY et L’AUTEUR.

II. Ballade «Sakmar-Souy, chanson tartare de
Volga.

La Musulmane «Bibikei-Kiss», chanson
tartare d’Orenbourg.
Consuelo EASTWICK.

III. Mon Jardin «Ouz Behtcha Haramziy,
chanson ouzbek de Tachkent.
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Chansonnette,
d’Orenbourg.

Le Minaret «loksé-Minaré’y, chanson tartare
de Crimée.

chanson kirghiz/kirghizie

Victor ANDOGA.
IV. Le mal du pays «Akoup-Kouiéy,
chanson tartare d’Oural.
Berceuse «Ouju ia vroumy, chanson tartare
de Volga.
Réminiscence «Tiaskiria», chanson tartare
de Volga.
Raissa ASROFF.

[Deuxiéme partie]

V. Airs Populaires Orientaux pour deux
pianos (suite)

e) Turkulery, danse turque.

f) La nuit «Bouranbay»®, nocturne bachkire.

g) Tak-Mak, danses tartares.

ALEXANDRE LABINSKY et L’AUTEUR.

VI. Le vague a 1’ame «Esiulia iouziak»,
vieille chanson tartare de Kazan.

Berceuse plaintive «Ay-da-sinda», chanson
des turquemans/turcmen

Vieille complainte «Tiaftelaou», chanson
tartare de Volga.

Antoinette TIKHONOVA.

VIL. Mon pays «Touhan Ill», chanson tartare

d’Oural.

La Lune «Tvorian», chanson bachscire
d’Oufa.

Le Vaurien «Araz-Usta», chansonnette
turque.

Grégoire RAISSOFF. (I'l{T®)

BTopoil KOHLIEPT BOCTOYHON MY3BIKH, IpO-
eI B 0OJBIIOM KOHIIEpTHOM 3aie «I'aBo» 30
ntoHA 1926 roga, He KONMMPOBaN MEPBBIA. Y HETO
ObUTH ApyTOH opraHu3arop — upma «[aBo» (Mai-
son Gaveau), Apyrue WCIOJHUTEIN U Aaxe Ipy-
roe, 0Ooyiee KOHKPETU3UPOBAHHOE Ha3BaHUE —
Concert de musique populaire Tartare, Kir-
ghiz/Kirghise’, Turque et du Caucase (Konmeprt
HapoOAHOM My3BIKM TaTap, KHPTrU30B, TYpKOB U
KaBkasa/kaBka3cKoi), XOTsI U HE COBCEM COOTBET-
CTBYIOIIEE ACHCTBUTENBHOCTH: MY3BIKH «KHPTH-
30B», TO €CTh Ka3axoB, B KOHLEpPTEe HE OBLIO CO-
BCEM, U3 My3bIkM «KaBKka3a» HMCIOJHSJICS TOJBKO
€/IMHCTBCHHBIN T'PY3WHCKUH HAareB, 3aT0 OaliKup-
CKasl My3bIKa, IIPEJCTABIICHHAs B IIpOrpaMMe Tpe-

" B nporpamme: «loskéx». — FO. H.

¥ B mporpamme: «Kourambay». — fO. /.

? JlBosikasi oporpadusi B POrpaMMKe H JTHCTOBKE». —
0.
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Msl HalleBaMH, B Ha3BaHHE KOHIEpPTa HE Iomaia
COBCEM.

IIporpamMa BTOpOro KOHLEpTa IpeTepresa
HW3MEHEHUS! HE CTOJIBKO 3a CUET BKJIIOYCHHS B HEe
HOBBIX HOMEPOB, CKOJIBKO 3@ CHET COKpAILEHHS
IBYX dYacTel (OpPTENbSHHBIX CIOUT M IISTH
BOKQJIBHBIX HOMEPOB MpEIbIAYIIeH NpOrpaMMBbl.
Ecnmu mepBoe ObIIO MPOAMKTOBaHO, CKOpEe,
XYZA0KECTBEHHBIMU COO0paXEHUAMH
(dpaniry3ckue KpUTHKHA BOCHPHHSIN JIBE CIOMTHI
s AByX  (QopTembsHO  Kak  JIOCTATOYHO
obpineHasle i [lapmka coOUMHEHHS), TO BTOPOE
13-3a IIEPEMEH B COCTABE HCIIOJHHUTENEH M COKpa-
LICHUS UX YMCJIa BO MHOTOM OBIJIO BBIHYKACHHBIM.
N3  uCHONHUTENEH-BOKAIUCTOB  MPEABIAYLIETO
cocTaBa B KOHLEpPTE y4yacTBOBaja  TOJBKO
A. TuxoHOBa, OMOJHUBIIAS CBOIO MPEIBIAYILYIO
nporpamMmy  rpy3uHCKoil  mecHeil  «Tvorian
chames» u coBmectabM ¢ M. TuH3poM TaTapckum
nystoM «Ku3nokoi» («3sarromka»). Komopatyp-
Hoe compano 3051 EdumoBckas m QpaHIy3ckuii
teHop UB Tunsp, 3amenusmue P. A3posy, K. Hct-
BUK, B. Arnory u I'. PancoBa, u3 ux nBeHaamatu
HOMEPOB B3SUIM B CBOH penepTryap TOJIBKO CEMb.
Heckonbko komneHcupyst 3TO, THHAP HUCIOJIHUI
Typenkyto necHio «Bei oglou» (Ha 3TOT CrOXeT y
KpBIMCKHMX TaTap MMEETCsl HapojHas necHsa «bei
OTBIIYHBIHB capaiinape». He ee nm obOpaborka
caenana A. DiixenBanpaom? Wi HameB OBITYET y
nByx Haponos?). Takum oOpa3oM, B ILeJIOM B
nporpammy Botio 18 HomMepos.

Premiére partie

1.a) La Source froide «Salkan Tchichma»'’

b) La mort du Héros, ballade bachkire.

c) L’aile doie «Kaas-Kanat», chanson et
danse tartare.

Alexandre LABINSKY et L’AUTEUR.
2. a) Ballade «Sakmar Sou», chanson tartare.

b) Réminiscences «Tiaskiria», chanson
tartare.
Zoia EFIMOVSKY.
3. a) Mon Pays «Touhan Ile», chanson
tartare.
b) La lune «Tvorian», chanson bachkire.

Yves TINAIRE.
4. a) Le vague a I’ame «Esiulia Iouziaky,
chanson tartare.

b) Berceuse «Ay-da-sinda», chanson
turquemans/turcmen,
Antoinette TIKHONOVA.

' Jlns npumaHms BYM KOHLEPTHBIM IPOrpaMMaM
eAnHOOOpa3ms 34AeChb U Jaiee HM3MEHEHO
opopmnenune 3armaBus. B opurmname: La Source
froide (Salkan Tchichma), vieille chanson tartare.
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Deuxiéme partie

5.a) Danse des femmes tartares.

b) Turkulery, danse turque.

Alexandre LABINSKY et L’AUTEUR.

6. a) Berceuse «Ouju ia Vroumy, chanson
tartare.

Zoia EFIMOVSKY.

7. a) Mon jardin «Ouz behtcha Haramzi»,
chanson Ouzbek.

b) Bei oglou, légende populaire turque.

Yves TINAIRE.

8.a) Tvorian chames, chanson géorgienne.

b) Vieille complainte «Tiaftelao», chanson
tartare.

Antoinette TIKHONOVA.
9.Jiznakkey «Le Gendre», duo tartare.
Antoinette TIKHONOVA et Yves TINAIRE.
(I'T®)

Bcero B aByX KOHIEpTax OBUIM HUCIIOJHEHEI
06paGOTKH JBAJLATH MATH HAPOIHBIX HAIEBOB''.
[IaTHaguaTe M3 HUX MPO3BYYAIW Kak 28 ampens,
Tak u 30 uroHs:

Jlna oeyx ¢popmenvano:

1. Ka3 xanamwl — IECHS U TaHELl BOJDKCKUX Ta-
Tap.

2. Canxoln yuwima — CTapuHHAS TIECHSI BOJIK-
ckux Tarap, Kazans.

3. Cuepms 2eposi — HapomHas OalIKUPCKas
bainana, Yda.

4. Taney scenwun (TaHer TaTapCKUX KEIUH)
— HAPOJIHBIN TaHEeI| BOJDKCKHX TaTap.

5. Twopkronepu — TypeUKHU TaHEL.

Jlna nenusn c popmenvano:

6. Koavibervnas (JKanoOHast KOJIBIOEITEHAS)
«Ay-da-sinda» — TypkMeHCKast TTecHsI.

7. Konvibenvnas «QOuju ia vroum» — TECHS
BOJDKCKHUX TaTap.

8. La Lune «Tvorian» — mecHi yQHUMCKUX
Oammkwup.

9. Mo cao «Ouz Behtcha Haramziy — tiecHs
TaIIKEHTCKUX y30€KOB.

10. Ozeno y3ox — CTapUHHAS TECHS Ka3aHCKUX
TaTap.

1 B Mnocjaeayromux IMNepeyHAX Ha3BaHUA O6pa6OTOK

TaTapCKUX, OANTKUPCKUX, a TAKKE KPBIMCKO-TaTaPCKOTO
HAIICBOB JIAIOTCS [0 OPUTHHAIGHBIM HAa3BaHHSAM HJICH-
TU(UIMPOBAHHBIX HAIICBOB, Ha3BaHUs 00pabOTOK Harle-
BOB JIPYI'HX HAPOJIOB, & TAKXKE HEUICHTUPHUIIUPOBAHHbIC
Ha3BaHHUS OOpa0OTOK TaTapCKUX M OANTKUPCKUX HaIle-
BOB — COOTBETCTBEHHO HAa3BaHMSM KOHLIEPTHBIX HOMe-
pOB.
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11. Iossua «Otmé Bul-buly — nepcunckas
TIeCHSI.

12. Caxmap cy — necHs BOJDKCKHX TaTap.

13. To3kupa — necHs BOJDKCKUX TaTap.

14. Togomunay — mecHs BOIDKCKHX TaTap.

15. Tyean un — necHs ypajabCKHUX TaTap.

U3 pecatu mpow3BeAeHUH, UCIIOIHEHHBIX TIO
OTHOMY pa3y, CeMb HCHOJHSIIMCH B KOHLEPTE OT
28 ampens:

Jna 0syx gpopmensvano:

16. Pypanbaii — GalIKUPCKUNA HOKTIOPH.

17. Takxmax — TaTapCcKye TaHIIbIL.

/Jlna nenus c popmenvano:

18. Akyn xoe — niecHsl ypajabCKUX TaTap.

19. be3denvnux «Aras-Ustay — Typenkas 1e-
CEeHKa.

20. Mycynvmanxa «BuOEKaM KbI3» — MECHS
OpeHOYPrcKUX Tarap

21. Ulanconemm — xazaxckas necHs OpeHoyp-
ra.

22. FOkcex munape «<BBICOKUIT™> MUHapeT» —
MIeCHST KPBIMCKHUX TaTap.

Eme tpm mpowmssenenust mns romnoca ¢ Qop-
TENbsIHO €AMHCTBEHHBIN pa3 UCTIOMHSUIMCH HA KOH-
uepte ot 30 uroHs:

23. Beii-Oeny — TypelKas HapoJHas JereHaa.

24, JKusnakatui (Le Gendre) — TaTapckuii AydT.

25. Tvorian chames — rpy3uHCKas TICCHSI.

N 28 ampens, n 30 utoHA 3By4aHUE TaTapCKOU
W OamKUpCKOW  My3bIKH  3aHUMalo  Oonee
MOJIOBUHBI  OOIIEH TporpaMmbl. OTO J1aBaJIO
CIIylIaTesiM ONPEACIECHHYI0 BO3MOXHOCTb, HE
OTPaHUYMBASICh E€IWHWYHBIMH  BIEYATICHUSIMH,
HOJy4YUTh OoJiee 1LENbHOE IIPEACTaBICHUE O
HapoOIHOW  MY3BIKaJBHOM  KyJIBTYpe  3THX
POAOCTBEHHBIX HapoAOB. A U3 KOHLEPTHBIX
MPOTPaMMOK, B TOM YHCJI€ U3 KPATKHUX JIePUHUIUHA
K Ha3BaHMSAM TAaTapCKUX M OAIIKUPCKHUX HAIEBOB,
MO>KHO OBIJIO HE TOJIBKO IOYEPIHYTH CBEACHUS O

Pa3HOOOpa3HBIX JKaHpax TIeCEHHBIX u
TaHIICBAJIbHBIX CTapUHHBIX u COBPEMCHHBIX
TaTapcKUX ¢ OallIKUPCKUX HameBOB  (TECHH,

JIeTeH/1a, TaKMaK, TaHell, KEHCKUH TaHell, Jy3T, a
TaKXKe JOIMyCKAaroIINe IIPUMEHEHHE TI0 OTHOIIEHUIO
K HUM TaKuX CBPOMEHCKUX >KAaHPOBBIX HA3BAHHH,
Kak Oamrnaga WIH HOKTIOPH), HO U TOJYYHTh
HEKOTOpBIE TeorpadyIecKre CBEICHHUS O PErHOHaX
pacceneHus: 3TUX HapOJOB BHYTPH CTPAHBI, TAKHUX
kak [loBomkwe, Kazanb, OpenOypr, Ypan, Yoa,
Kppim (chanson tartare de Volga; chanson tartare
de Kazan; chanson tartare d’Orenbourg; chanson
tartare d'Oural; ballade bachkire d’Oufa; chanson
tartare de Crimée). B oToif CBI3M MOXHO
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HAIlOMHUTH TAaKKe UIACHTU(DUKAIMIO TAIIKEHTCKUX
y30eKoB W OpeHOyprckux KazaxoB (chanson
ouzbek de  Tachkent; chanson  kirghiz
d’Orenbourg).

Ha3zBaHus KOHIIEPTHBIX HOMEPOB, KPOME TpEX,
HA3BaHHBIX M0 jkKaHpY mpousBeneHus (Danse des

femmes tartares; Tak-Maxk; Chansonnette), u
OJIHOTO — IO KOHKPETHOMY HAa3BaHHUIO HApOIHOTO
tanna («Turkulery»), B mporpammkax, Kax

MPaBIII0, MHOTOCOCTaBHEI. KpoMe OCHOBHOTO Ha-
3BaHUS Ha (PPAHILy3CKOM SI3bIKE, B HHUX, 33 HCKIIIO-
gyenneM Homepa «La mort du Héros», B 00s3a-
TEJIHHOM TOPSIKE MPUBEACHO (depe3 3aIsiTyio WIH
B CKOOKax) M OPUTHHAIBHOE TEMaTHYECKOe Ha3Ba-
HUE HapOJHOTO HaIeBa, HO HE Ha POAHOM SI3BIKE, a
BO (paHITy3CKOM TPAHCKPHIIINHK, TaK Kak Tpea-
CTaBJICHHBIC HApOJbl HCIIOJL30BaJIX B TO BpEMHA
apa0OCcKoe WM, KaK Ipy3uHBl — CBOE€ COOCTBEHHOEC,
TPY3UHCKOE, MHUCHEMO. YTOTpeOlieHne B KOHIIEPT-
HBIX MPOTPaMMKax, MpeIHa3HAYeHHBIX T (hpaH-
IY3CKHUX CIyIaTeseld, U TOro, U JPyroro mucbma
ObUTO OB HEYMECTHBIM, a WX MPAKTUYECKOe TpH-
MEHEHHe, MOXKAIyH, TEXHHYECKH HEOCYIIECTBH-
MBbIM.

Ho mnockoybky OyKBaMU WM COYCTAHHSIMU
OykB (ppaHITy3cKOro anaBuUTa, COOTBETCTBYIOIIH-
MH KOHKPETHBIM 3ByKaM ()paHIy3CKO#l peuu, He-
IIOXO0KME HA HUX 3BYKHU PE€UYU APYIUX, B OCHOBHOM
TIOPKCKHX, HAPOJOB MOXXHO TiepenaTh JIHIIb MPH-
OJM3UTENBHO, TO BOCCTAHOBUTH TOUIMHHYIO (Op-
My U 3HAaYeHHE TPAHCKPHUOMUPOBAHHBIX Ha3BaHUI
Ha sI3pIKaxX OPUTHHAIIOB YAAeTCs HE BCErna, TeM
Oonee uTO (hpaHIy3CKHE HANKNCAHWUA HE BCETIa
nojyratoTcs pacumppoBke. B Takux ciyyasx mpu
CCbUIKax Ha HHUX B KHHUIC BMCCTO OPUTIMHAJIBHBIX
Ha3BaHWW TPUXOAUTCA OOXOIUTHCS PYCCKUMHU
TPAHCKPHUIIIUSAMH  (PAHIY3CKAX Ha3BaHUN WIH
caMuMHu (PaHIy3CKUMH TpaHCKpUNIUsMH. B da-
CTHOCTH, 3TO OTHOCHUTCSI K Ha3BaHUSAM JABYX Hare-
BOB, O0O3HAYEHHBIX KaK TaTapCKUi W Oarikup-
ckui, «Ouju ia vroum» u «Tvoriany.

Kpome Toro, B HEKOTOpbIE TPaHCKPUIILMHU U
Ha3BaHUs Ha (PAHITY3CKOM SI3BIKE MOTJIH BKPAaCTh-
CA MEXaHHUYECKHE OHH/I6KI/I, JJIA BBISIBJICHUS KOTO-
pPBIX HEOOXOIWUMBI COOTBETCTBYIONIUE CIICIIHAIIN-
CTBI, 3HAIOLIUE, KPOME TaTAPCKOTO M OAIIKHPCKOTO
SI3BIKOB, SI3BIKM W JPYTUX HAPOOB, MPEACTaBICH-
HBIX B IIporpamme KoHueproB. Hanpumep, npume-
HUTEIILHO K «TaTapCcKOMY» HOMEpPY C Ha3BaHHUEM
«La Lune ,,Tvorian“y» cnoBo «Tvorian» B KauecTBe
TPAHCKPHIIIIUK TAaTapCKOTO aHaiora HazBaHus «La
Lune» yka3aHo OIMIHOOYHO, TaK KaK QpPaHIy3CKOMY
La Lune ‘myHa’ MOXET COOTBETCTBOBATH TOJBKO
TaTapo-0aIIKUPCKOE CIOBO «Ai». HacTopaxuBaeT
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U TO, 4TO cJoBO «Tvorian» BcTpedaeTcsl TakkKe B
Ha3BaHWU TPpy3WHCKOTO HameBa «T'vorian chamesy,
a cimoBo «chames» (WJIM ero BapwaHT), B CBOIO
ouepenpb, B Ha3BaHUM apMSHCKOTO Haresa
«TBopMHH Xamecy», 00pabOTKy KOTOPOTO B KOHIIE
1920-x romoB A. D¥XEeHBaIbL] HCIIONTHSI BO BpeMs
COBETCKOT0 pajrokoHlepTa (cioBa «Tvorian» u
«TBOpMHH» TOXE CO3BY4YHBI ApYr Apyry). He 3a-
KpaJlach JIM 3[€Ch KaKas-TO OIIMOKA, MEXaHUYECKU
MOBTOPSIOIIASCS U B IIOCIEAYIOIUX IporpaMmmax?

Crout 00paTuTh BHUMaHKE U HA TO, YTO B PAC
CIIy4aeB OTAENBHBIC CIIOBa Ha3BaHW 00pabOTOK,
BCTPEYAIOLINECS TAKKE M B TEKCTax 3TUX IECEH,
TPaHCKPHOUPYIOTCS B TMPOrpaMMKax SIBHO COOT-
BETCTBEHHO WX MEJOAMYECKOMY pacleBy, MOATO-
My, KaKk B IIECEHHOH IOATEKCTOBKE, OHH MOTYT
OBITH Pa3OUTHI HAa OTJCIbHBIC ()PArMEHTHI U CIOTH
(«Ouz Behtchay, «Bul-buly; «Ay-da-sinda» Bme-
cto «Ouzbehtchay, «Bulbuly, «Ayda sin da»), a B
3aBUCHUMOCTH OT KOJHMYECTBA MY3BIKAIBHBIX 3BY-
KOB, pacleBaeMbIX Ha OIWH CJIOT (TO €CTh B TeX
cilyyasix, KOTJia CJIOT paciieBaercsi Ooyiee uyeM Ha
OIWH 3BYK WJIM Ha JIBa CJIOTa MPHUXOAMTCS OJUH
3BYK), MOSIBIISIETCSL APOOJIEHHE CiioTa Ha JBa («Ka-
as» BMECTO «Ka3») WM MaTepUalIU3yeTcsl OeTJIblii
3BYK, B  OOBIYHOM  IIPOM3HECEHHUH  YaCTO
ormyckaeMbiil («Bi-bi-kei» BMecto «Bibkeiy). Mo-
XKeT OBbITh, B pe3yNbTaTe TAKOTO TPaHCKPUOHMPOBa-
HUSl U BO3ZHHUKJIO €II€ OJHO HEMOHATHOE B Ka3aH-
CKO-TaTapcKoM s3bIke coueTanue cioB «Ouju ia
vroum» («ia vroum» TIOX0)KE Ha KpPbIMCKO-
TaTapcKoe A6pym ‘BO3TI06IeHHasn)'

B kayecTtBe OCHOBHBIX (PpaHIy3CKHX TE€MaTH-
YeCKMX WM >KAaHPOBBIX Ha3BaHUH KOHIIEPTHBIX
HOMEpPOB B TporpamMmax ykaszaHbl: |) opurnHaib-
HbIC Ha3BaHUS HAIICBOB B IIEPEBOJE Ha (paHIy3-
ckuit 361K i 1) TpaHCKpHUIIIUK HeTIepEBOIUMBIX
Ha (PaHIy3CKUH SI3bIK OPUTMHAJIBHBIX HA3BaHUU

"2 Hazpanmio «BHOKOH KbI3» B IPOrpaMMKe B Ka4eCTBE
OCHOBHOTO TIPEIIIECTBYET CIOBO «meciuMo» («La
Musulmane “Bibikei-Kiss”, chanson tartare
d’Orenbourg»). HcTonmkoBaTh €ro MOXHO JIBOSKO.
Mecmuma (pyc. Mycnnma) — TaTapcKoe JKEHCKOe MM,
JIOCTIOBHO 0003Ha4YaeT «MycyibMaHKa» (¢ apabcKoro).
VimMeHHO B 3TOM 3HadeHWH (a TMO3JHEE B HEKOTOPHIX
caydasx Jgaxe Kak «MycylbMaHe») YHOTpeOseTcs
CIOBO «MOCIUMO» B IPOrpaMMKe KOHIEpTa OT 28
anpens 1926 roma. Kpome Toro, HameB «Mycnumay
OTOXKIECTBISIETCT ¢  HameBoM  «buOKail  KbI3».
BrIsICHHTB, HET JH 31eCh TEXHUYECKOH OMIMOKU U HE
UIET JHU peYb O IBYX Pa3HBIX HAIeBax (a HAIMEBBI MOJ
TaKUMHU Ha3BaHUSAMH JCHCTBUTEIBHO CYIIECTBYIOT) FIIH
0 IIByX Ha3BaHMSAX OJHOTO W TOTO K€ HameBa, CTaHET
BO3MOJKHBIM TOJIBKO TOCJI€ O3HAKOMIICHUS C HOTHBIMH
TeKcTaMu A. DXeHBabAA.
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HaTeBOB, CTAHOBAIINECS OJJHOBPEMEHHO U 3aHMCT-
BOBaHHBIMHU HAa3BAaHUSIMH Ha ()PAHITY3CKOM SI3BIKE.

I. OpurnHanbHble Ha3BaHWSA B MEPEBOAE HA
($paHy3CcKUH S3BIK, KaK HPABUIIO, IOMOJHSIOTCS
OpWTHHAIHHBIMH HA3BaHWSIMH B TPaHCKPHUIIIIHH,
CTaHOBSACH JIBYXCTYIIEHYATHIMH, YTO OCOOEHHO 3a-
METHO B O)OPMIICHUH TEKCTa IEPBOTO KOHLIEPTA.

1. «Danse des femmes» (opUrHHAILHOE >KaH-
pOBOE Ha3BaHWE HA TATAPCKOM S3bIKe — XambiH-
Kkoiznap oOuroe ‘TaHen >XEHIMH'; TEMaTHYECKOE
Ha3BaHUE HEU3BECTHO).

2. «L’aile d'Oie “Kaas-kanati”»
(opurMHaNIbHOE  TeMaTH4eCKOe Ha3BaHHWE Ha
TaTapckoM si3bike — Ka3z kanamur ‘I'ycuHOE KpBI-
JI0’; Npyrod BapuaHT (PaHILy3CKOro MEepeBojaa —
La plume dOie ‘I'ycunoe mepo’).

3. «Mon pays “Touhan Ill <umu, B mpyrom
ciaydae: Ile>”» (opuruHagbHOE TEMAaTHYECKOC
Ha3BaHUE Ha TaTapCKOM sA3blke — Tyean un ‘Ponu-
Ha’).

4. «Source froide “Salkan Tchichma”»
(opurMHaNIBHOE  TeMaTW4eCKOe Ha3BaHWE Ha
TaTapckoM si3bike — Cankein yuwima ‘XOJOIHBIA
POIHUK’).

5. «Le vague a 1’ame “Esiulia iouziak”»
(opurMHaIIBHOE  TeMaTW4eCKOoe Ha3BaHWE Ha
TaTapCcKOM  SI3bIKE Ozeno  y3ok  ‘Ceparie
paspbiBaeTcs’; Jpyroi BapHaHT (PaHIy3CKOTO
nepeBoa — La vague a l’ame).

W3 Ha3BaHuWii HaneBOB APYruX HApOJOB K TIO-
NOOHBIM HaszBaHusM oTHocutrcs «Le Minaret
“loksé-Minaré”» (opUrHHAIFHOE Ha3BaHHE
IOkcek munape ‘Bvicokuii MuUHapeT’).

II. Mpocteie dpaHIy3cKHe TPAHCKPHIIIUH Pa3-
HOHAIIMOHANBHBIX ~ HA3BaHWH B IIPOrPaMMKax
BCTPEUAIOTCSl peIKo, Kak, Hampumep, Tak-Mak
(opurnHaBEHOE (OIBKIOPHOE KAaHPOBOE Ha3BaHUE
— Taxmax ‘Takmaxk’).

W3 HazBaHWil HameBOB APYIHX HApOJOB K IO-
JIoOHBIM Ha3BaHMsAM oTHocsATCs: 1) Bei oglou (pyc.
beii-Orny), 2) Turkulery (pyc. Tropkronepu), 3)
Tvorian chames (pyc. ? — CMBICIIOBOE 3HAYEHUE
Ha3BaHMA HE BBISICHEHO).

Eme B ogHOM ciydae 3a TpaHCKpHOHUpPOBaH-
HBIM CJIOBOM ciieayer ero nepeso: Jiznakkey (Le
Gendre) (opurvHaibHOE TEMaTHYECKOE Ha3BaHUE —
JKusnoxotl ‘3saTIOMIKA’).

B ocranbHBIX ke cCilydasx TpaHCKpHOUpPOBaH-
HBbIE Ha3BaHUS MPEIBAPSIOTCS a) aKaAeMUYECKUMHU
’kaHpoBbIMM HasBaHusiMu  (Ballade, Berceuse,
Réminiscence, Vieille complainte) HTH
0) COOCTBEHHBIMH ABTOPCKUMH Ha3BaHUSIMH KOM-
no3uropa Ha (ppaHIly3cKOM S3BIKE, TO €CTh, Kak
y’)K€ OTMEYaJioch, WCIIOIB30BAaHNUE HOBBIX IS
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JTAHHBIX MIPOU3BEACHUI YKaHPOBBIX WIn
TEMaTHYeCKUX Ha3BaHUM HE COMPOBOXKIAETCS
YIOpa3gHEHUEM OpUTMHAJIbHBIX Ha3BaHuUU. Bce

OHH, KpoMe «IckaapoHay» B Homepe «La mort du
Héros», BxomsaT B cocraB Ha3BaHHMS HOMEpa B
[IEJIOM U CIy’KaT MCTOYHHKOM JOIIOJTHUTEBHBIX
CBeIEHN 00 OTIOENBbHBIX 3JIEMEHTaX BOCTOYHBIX
MIPOU3BECHUN.

B nazBaHmsx 00pabOTOK TaTapCKUX U OAITKHP-
CKMX HAIleBOB BCTPEYAaeTCs KaXkIas W3 Pa3HOBHI-
HOCTEW TaKWX Ha3BaHUM:

I. Akagemuueckue KaHpPOBblE Ha3BaHUS Ha
(hpaHITy3cCKOM sI3BIKE, AaHHbIE ODWXEHBAIBIOM U
OONOJHCHHLIC OpUTrMHAJILHBIMUA HAa3BaHUAMHU B
TPaHCKPHUIILIUU:

1. «Ballade ‘“Sakmar-Sou”» (opuruHazpHOE
Tematnueckoe HaszBaHue — Caxmap cy (Ha3BaHUE
peku); B MepeBofie Ha pycckuil s3pIk: bammana
«Caxmap-cy»).

2. «Berceuse “Ouju ia vroum”»
(opurrHanbHOE  TEMaTHYECKOE Ha3BaHHWE  He
YCTaHOBJICHO; B TIEpEBOJE HAa PYCCKHH S3BIK:
Konsroensnas «Ouju ia vroumy).

3. «Réminiscence “Tiaskiria”» (opuruHanbHOE
TeMaTU4ecKoe Ha3BaHUE — 7T23Kupa — KEHCKOe

UMs; B TIEpeBOJE HAa  PYCCKHH  SI3BIK:
Pemunucnennusa «Tackupa»). Jpyroir BapuaHT
(hpaHiry3cKoro nepeBoa: Réminiscences
(PeMuHUCIIEHITNN).

4.  «Vieille  complainte  “Tiaftelaou”»
(opurnHaNBEHOE TEMaTH4YeCKOe Ha3BaHHE
Togpmunay - HETIepeBOANMOe CJIOBO,

oOpa3zoBanHoe OT pammuu «ToKruneBy, B Ipyrux
SI3BIKAX YIOTPEOISAETCS TONBKO B TPAHCKPUIIIINH; B
nepeBojie Ha  pycckuid  a3pik:  CrapuHHas
npotspkHast necHs: «TadTuinsty»; B HCTOYHHKAX 00
AHAJIOTUYHBIX OAIIKUPCKUX IECHSAX BCTpedaeTcs
Ha3BaHUe « [ eBKUIIEBCKAS).

V3 Ha3BaHWl HAmeBOB JAPYTMX HApOIOB K
noJOoOHBIM Ha3BaHUSIM OTHOcsTca 1. «Berceuse
plaintive “Ay-da-sinda’» («Kanobnas
KonbiOenbHas  “Ay-da-sinda’»); 2. Chansonnette

(IlanconeTtka. OpurMHaILHOE Ha3BAaHUE HEU3-
BECTHO).
II. CoOcTBeHHBIE TEMATHYECKHE HA3BAHUA

A. DiixeHBanbaa Ha (pPaHIy3CKOM S3BIKE, JIOTOJI-
HEHHBbIE OpPUTMHAJIBHBIMM TEMAaTHYECKUMH Ha3Ba-
HUSAMH B TpaHCKpuIuu. [lockonbKy HOBOE aBTOp-
CKO€ Ha3BaHUE Ha (PPAHILy3CKOM S3BIKE M OpPHUIHU-
HAJIBHOE Ha3BaHWE BO (PAHIy3CKOM TPaHCKpHII-
LMY 110 3HAYEHHWIO HE COBMAJAIOT, IB€ YacTH Ha-
3BaHUSI HAa PYCCKUH A3BIK IIE€PEBOJATCS IIO-
paszHOMy.
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1. «La Lune ”Tvorian”» (opuruHaipHOE Ha-
3BaHHE HE YCTAHOBJICHO; B IIEPEBOAE Ha PYCCKUI
s3b1k: Jlyna/Mecsn «Tvoriany).

2. «Le mal du pays ”Akoup-Kouié”» (opuru-
HAJIBHOE Ha3BaHUE: «AKYI Kee»; B IIepeBOe Ha
pycckwii s3p1K: Tocka mo poguHe « OKOIHAs»).

3. «La Mort du Héros» (B mepemBome Ha
pycckuii s3p1k: CMepTh reposi; OpUrHHajIbHOE Ha-
3BaHHE: «ICKAAPOH» B IMPOTPAMME OTCYTCTBYET).

4. «La Musulmane ”Bibikei-Kiss”» (opuru-
HanbHOE Ha3zBaHWe: «buOekoil KbI3» — KEHCKOe
VM$; B IEPEBOJIE HA PYCCKUU s13bIK: MyCyJIbMaHKa
«tOHnas bubkaii»).

5. «La nuit "Bouranbay”» (opuruHaibpHOE Ha-
3paHue: «bypanOaii» — My>KCKO€ UMsI; B TIEpEBO/IC
Ha pycckuii s3pik: Houb «bypanbaii»).

W3 Ha3BaHMl HaNeBOB JAPYIMX HApPOAOB K
MoA00HBIM Ha3BaHUsIM OTHOcATCS: 1. Mon Jardin
«Ouz Behtcha Haramzi» (Moit cag «Ouz Behtcha
Haramzi»); 2. Poésie «Otmé Bul-bul» (Iloa3us
«Otmé Bul-bul»); 3. Le Vaurien «Araz-Ustay
(bezmenpHUK «Apaz-ycTay).

Kazanoce Obl, Takas mecTpoTa B Ha3BaHHUIX
W3JHMIIHS M €€ MOXHO Obuto OBl HM30eXkarts,
OTPaHUYMBASCh OPUTMHAJIBHBIM HAa3BaHUEM B
nepeBose Ha (PaHIy3CKUH S3BIK C MOBTOPEHUEM
€ro JKe€ B TPAHCKPHUIIIUH, pa3 YXK IPHUBECTH
OpUTHHAIILHOE Ha3BaHWE HA €ro POJHOM S3bIKE
HEBO3MOXHO TexHuuyecku. Hampumep, Le vague a
I’ame (Esiulia iouziak) nnm, B 0OpaTHOM MOpsiIKe,
Esiulia iouziak (Le vague a 1’ame). MmenHo Ttak
NOPUHATO B paboTax HAy4yHOrO XapakTepa, W Ul
BBICOKOKYJIETYPHOH CIIyIIATENbCKOW ayIUTOPUH
KOHIepTHOTO 3anma «['aBo» Takoe Toxke He OBUIO
Obl B HOBHHKY, HO HE B JaHHOM KOHKPETHOM
cilydae, KOra HE BCErlJa HW3BECTHO 3HAYEHHE
OpUTMHAJILHOTO HAa3BaHWs WM HEBO3MOXEH €ro
nepeBoJi Ha (paHIY3CKUH s3bIK  (TpeOyeTcs
TOJIKOBaHUE).

OpuruHanbHele  TEMAaTHYECKUE  Ha3BaHUS
kazaxckoil mecan (Chansonnette), kak u «Tanma
(TaTapckux) JKEHIIMH», HEW3BECTHHI, Ha3BaHUE
«Ouju ia vroum» He moagaercst pacmuppoBke (u,
COOTBETCTBEHHO, II€PEeBOJYy) Kak  Ka3aHCKO-
TaTapckoe, He pacKpbiBaeT A. DWXEeHBAIbA U 3HA-
yenus Ha3BaHuil «La Lune “Tvorian”» u «Tvorian
chames».

Ha3zBanwus JeBsITH HAIIEBOB W3 JABA/IIIATH TISITH B
NpUHLOMIIE HE J[OMYyCKAalT MepeBoja Ha KaKoH-
mbo s3pIk. Takue crmoBa (¢ y4eToM W3MEHEHUS
MPOU3HONICHUSI) MCIIONB3YIOTCS B JPYTHX SI3bIKAX
B Ka4yecTBE 3aMMCTBOBAaHHBIX. JTO Ha3BaHMA IIO
MYXCKOMY WIJIM J>KEHCKOMY JIMYHOMY HMCHH
Araz-Usta (Mactep Apas), Bibikei-Kiss (/leBuiia
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bubkaii), Bouranbay (bypan6aii), Tiaskiria
(Tackupa), mo Ha3BaHWiO peku — Sakmar-Sou
(Caxkmap-cy), mo Ha3BaHHWIO yIUIBI (KBapTaia
ropoga) — Bei oglou (beit Ormy - paiion
Cram0yma), mo Ha3BaHUIO HApPOJHOTO HAaIleBa,
TaHnma wiu okaHpa — Tiaftelaou (Tadtumsy),

Turkulery (Tropkronepn), Tak-Mak (Takmaxk).

OTU JIeBATh HE3HAKOMBIX JUISl TIApUKaH CIIOB
(ToHsTHIT), OyIydn MCIIONIb30BAaHHBIMU B KaueCTBE
CaMOCTOSITETIFHBIX WM EAWHCTBEHHBIX Ha3BaHWH
KOHIIEPTHBIX HOMEpPOB, HE Hecs B ceOe HHMKaKOW
vH(pOpMAIUU AJs CIIyIIaTeneld, He UMeNTu OBl JJis
HUX HUKaKOTO CMbICTa. Hudero yawmBHTEIHHOTO,
4TO A. OWXCHBAIB]] yHoTpeou B
TPaHCKPUOMPOBAHHOW (hOpME TOJIBKO TPHU U3 HUX,
TPU Ha3BaHUS 3aMEHWUJI CBOUMH COOCTBEHHBIMH,
TpH Ha3BaHUs TIpeIBAPHII Ha3BaHUAMU
AKaJCMUUYCCKUX JKaHPOB B POJIM  OCHOBHBIX
Ha3BaHUN HOMEPOB.

HaspaHus ocTambHBIX OIWHHANLATH HAIEBOB
(B TOM 4YHClIE CEMH TaTapCKHUX «AKym,
«Kusznokoit», «Ka3 kaHaTel»y, «O3e10 Y39K»,
«CankpiH ynmmey, «Tyran wm», «9ckagpoH», a
takxke «Ay-da-sinda», «Le Minaret», «Otmé Bul-
bul», «Ouz  Behtcha  Haramzi») HocsaT
TEMaTHYeCKHH XapakTep ¥ TEePEeBOANMBI Ha
¢$panmysckuii  s3eik.  Ho A, DlixeHBalib]
MPUICPKUBAETCS 3TOT0 B OTHOLICHHUH TOJIBKO
mecTn W3 HUX. TypKMEHCKOMY HareBy «Ay-da-
sinda» OH [aeT mTpeABapsIONIee KAHPOBOE
HanMmenoBanne «OKanmoOHas KOIBIOEILHAs, a €Ille
YeThIpeM — HOBBIE TeMaTH4eckue Ha3BaHus «Moi
cagy, «lo33us», «Cmepth reposi» u «Tocka mo
poaune» (BMecto «Ouz Behtcha Haramzi», «Otmé
Bul-buly, «9ckanpon» n «OxorHan»).

[loueMy oH 3TO cpienmain, OCTaeTcsi TONBKO Ta-
JaTh: JUIS OJIaro3BY4Hs, UCXOMS U3 MY3BIKaIbHOTO
oOpasza, MCXOJsl M3 COJEPKAHHUS OPUTMHAIBHOIO
WM TIEPEBOJIHOrO (€CIU OH CYIIECTBOBAN) TEKCTa
WK K€ B OTHEeNbHBIX ciydasx («Ouz Behtcha
Haramzi», «Otmé Bul-bul») u3-3a orcyrcTBUs
KBaIM(UIIMPOBAHHOTO TepeBoaa HaszBaHuA? Yto
kacaercsi «Cmeptu reposi» U «Tocku 1Mo pomuHey,
TO B COOCTBEHHBIX Ha3BaHUAX A. DWXeHBaIbIA
chopMysMpoBaHa MporpaMmMa 3THX HHCTPYMEH-
TaJbHBIX MHHHATIOP, COTJIACYIOMIASICS U C MY3bI-
KOH, M C TEKCTOM HapOJIHBIX ITECEH.

HoBoBBenennsa A. DiixeHBaibIa B HA3BAHUAX
HareBoB, 0€3 COMHEHWsI, HAIpaBIsUIM BHUMAaHUC
CIIyIIaTeNel, MOMOTaIH WM OPHEHTUPOBATHCS B
MHUpE BO MHOIOM HOBOM i1 HUX BOCTOYHOMU
My3BIKH, CONOCTaBUTh W CpPaBHUTh €€ C
MIPUBBIYHOMN €BPONENCKON MY3BIKOM.
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CoxpaHunoch ABEHAAUATh KypHAIBHBIX U Ta-
3eTHBIX BbIpe3oK (I'LIT®D), mocBAMEHHBIX 3TOMY
coOprtrro. Tpu U3 HAX Ha QpaHIfy3cKOM A3BIKE [ 8],
[9], [10], onHa — Ha anrnuiickoM [11]; BoceMb — Ha
pycckom [3], [12], [13], [14], [15], [16], [17], [18].
K coxanenuto, B apxXUBHBIX COOpaHHUSIX yIAloOCh
MO3HAKOMHTHCS JIUIIb C BBIPE3KAMH IEPeUHCIICH-
HBIX MaTepHaJioB, IpsSMBIE K€ CBeleHHs 00 omyo-
JMKOBAaBUIMX MX Tra3eTax M XypHalax OCTalOTCs
HEU3BECTHBIMH, @ BBISICHEHHE MX Ha3BaHUM IOTpe-
OoBasio OBl creUaIbHOM paboOTHl C MapUKCKOM
npeccoii 6ojee yeM 90-leTHeH AABHOCTH, YTO HA
JIaHHBIM MOMEHT HepeabHO. [Ipuxoaurcs 10BOIb-
CTBOBaThCSI KOCBEHHBIMH JaHHBIMH, B YaCTHOCTH
HaAMUCSIMU DWXeHBaJb/la HA TEKCTaX BBIPE3OK, I10
KOTOPbIM HACHTU(QULUUpPOBaHbI KypHaibl «Les
Artistes  d’Aujourd’hui» Jles  Aprtuctc
n'Oxypraston» («AHToH OlixenBanpa» K. b. Jle
Komra), «Le Ménestrel» — «Jle Menectpens»
(«KoHIIEpT BOCTOYHOW HAPOMHOW MY3BIKH» 3a
noanuceio: A. C.), «Le Monde Musical»: («KoH-
1epT BOCTOYHOH My3bikm» JI. 'ymOepra) u razera
«/Ian» («Bocrounas HapomHas My3bika» B. 3eH-
3a). Bompoc, sSBisrOTCS M KOIOHTUTYN «Musical
courier» («MBIO3HKI Kypbep») *KYpPHaIbHOU CTpa-
Huubl co crateedd H. ne boropu «®onbkiaopHbie
necHu Tarap» W Hajamuck «[locnennue nHW» Ha
BhIpe3ke uHopmaru «KoHuept DiixeHBalbaa»
Ha3BaHUAMH, COOTBETCTBEHHO, COOCTBEHHO XYp-
HaJla U ra3eTbl WK TOJBKO UX PyOpHUK, ITOKa ocTa-
etcst oTKpBITEIM. Ho eciiu «Musical courier» — 310
Ha3BaHHE XypHaJa, TO €ro0 MOXXHO HACHTHU(HIH-
pOBaTh Kak HbIO-HOPKCKHUH (3TO KOCBEHHO IOA-
TBEpXKAaeTcss W MyOJIMKalpeld peleH3uyd Ha ar-
PENBCKUI KOHIIEPT B JKypHaJle OT 8 WM — st
nepechliku crathy u3 Iapmka B Hero-Hopk Tpe-
6oBasiochk Hemaso BpeMeHH). O MecTe myOInKauu
crateu B. Banbrepa «BocTouHas My3bIKa» MOXKHO
CYIWTB 10 CCBUIKE Ha raseTy «/lHm» mon BbIIEpkK-
KOI M3 3TOM cTaThu B aUIIKE-THUCTOBKE KOHIEPTa
ot 30 mtons. Cyns xxe 1o opdorpaduu u mpudry
(6e3 sreit) 3ameTkn «KOHIIEPT BOCTOYHOW HApPOJ-
HOW MY3BIKH KOMIIO3UTOpa-3THOTpada A. DiixeH-
BaJIbJ[a», MOXKHO IPEJIONI0KNTh, YTO OHA, CKOpee
BCETO, BBIpE3aHa HE U3 MPUICPKUBAIOMIECTOCS J0-
PEBOIIOLMOHHON opdorpadpun QpaHIy3cKOro, a
HEYCTaHOBJICHHOTO COBETCKOTO U3AaHUsL.

Hexkotoprele u3 3TUX ABEHAANATH ITyOIHMKAIIHIA
SBJISIFOTCS Pa3HOW NMPOTSHKEHHOCTH OTKIMKAMHU Ha
anpenbCKUi KOHLIEPT, HEKOTOpPbIe — KPATKUMHU HH-
(dopManusaMi 0 TPEACTOSIIINX WA COCTOSBIIMXCS
KOHILIEPTax, HO BCE OHHU COJEpXaT CBEIEHUS O
npeaMeTax, Majo M3BECTHBIX MapukKaHaMm, U JAroT
KaKoe-TO IPEJCTaBICHUE HE TOJBKO O HAapOAHOM
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MYy3bIKE psiZia BOCTOUHBIX HAPOAOB, HO (AJIs1 HEKO-
TOPBIX YWTATEJIeH) U MPOCTO O CAMOM CYIIECTBO-
BaHUM 3TUX HAPOAOB, MMEHA KOTOPBHIX UYMTATEIH
OTKPBIBAIOT AJIsl ce0s BIEPBEIE, TAC-TO TaM, B pyc-
ckux cTersx. OmpeneneHHbie cBeneHUs 00 A. Di-
XEHBaJBAC M ero oO0paboTkax coaepxkKaT TaKKe
MPOTPaMMKH M aUIIKHA CAMUX KOHLIEPTOB.

B mporpammke xoHuepTa oT 28 anpesns npuBe-
JleHa BBIIEpXKKa W3 WHpopMaruu o6 A. DiixeH-
BalbJe KaK KOMIIO3UTOpE M OJTHorpade, paHee
omyonukoBanHoit B «Le Guide du Concert». DtoT
e Marepuall B 4yTh PAaCIIMPECHHOM BHJE BKIIOUCH
B aumKy-muCcTOBKY KoHIlepTta oT 30 HIoHS, Tae,
KpOME TOT0, TaKXKe HalleuaTaHbl BBIIEPKKA U3 CTa-
11 A. C. B xypnane «Jle Menectpens» u, B Ie-
peBOJe C TAaTapCKOI'o M PYCCKOIO, ISTh OTPHIBKOB
U3 Ta3eTHBIX OTKJIMKOB Ha KOHIEPTHl DWXCHBANbIA
B [lapmxke, Yde, Kazanu u Opendypre.

[Ipu ypumckoM n opeHOYpPrckoM MaTtepuaiax
YKa3aHbl TOJBKO HX AaBTOpPbL: Axmen YMepoB,
K. Ko3znos, npu napmxCKOM M Ka3aHCKHX — TOJIb-
KO Ha3BaHus razer: «Jum», «Tartapcrany,
«Kazanckue wu3Bectus» (Tak, BHAUMO, BO
n30eKaHUe OTOXACCTBICHHUS CO BCECOIO3HBIMH
«U3BecTusiMmn», B aduike UMCHYETCS
BeIxoauBiuas B KaszaHu opHOMMeEHHas Trasera
«M3Bectus» — opran TatlllKa). Ho yctanoBuTh
M0 Ha3BaHUSIM Ta3eT TPEX HEHA3BAHHBIX aBTOPOB U
X CTaTbU HE COCTaBWJIO Tpyza: 3To B. Bambrep
(«KoHuept BocTO4UHOM My3bIkM»), . Ycmanos
(«bepenue Tatap cumponus kudace») u M. Cum-
ckuil («CuMpoHNYIECKUH KOHLEPT BOCTOYHOH MYy-
3BIKHY).

Belaepkkn U3 MX cTaTedl HeENb3s HA3BaTh
[UTaTaMH B TIOJHOM CMBICIIE 3TOTO CJIOBa. JTO

BBIBOJIbI cOCTaBHUTEJICH aduxy,
chopMyIUpOBaHHbIE c ynoTpeOieHnemM
OTJIENBHBIX CJIOB u3 Ppa3HbIX MeCT
MIEPBOMCTOYHUKOB u KacaroLuxcs

BBIPA3UTEIBHOCTH U OPUTMHAIBHOCTU HAPOJHBIX
HaIleBOB, MX TapMOHU3ALIMA U OPKECTPOBKHU, a
TaKXKe BOCTOPKEHHOTO MpHUeMa IyOINKH U OLIEHKU
3HAYEHMs] KOHLIEPTOB B KYJIBTYPHOH JKHM3HM TaTap.
B Bmimepkkax u3 YmepoBa (BUAMMO, 3TO caMm
Ka3aHCKUM KYpHAJIUCT, JABaXAbl MHCABIIMI O
KOHIIepTax ODXeHBajba, a He ero oJHohaMuIen
n3 Yode1) u KosnoBa 3aTpoHyTHl  BOIPOCH
MacTepCTBA KOMIIO3UTOpPA W IPHUHIMUIIOB €ro
noaxona K o0paboTKe HApOJHOTO MaTrepuala.
B TpakToBKe cocraBuTenel apUILKKA NEPEeBOJHbBIC

TEKCTBl  BBIIVISIASAT — TUNEpTpodupoBaHHEE U
KaTeropuyHee opuruHanos. IIpu sToM nomymieHo
OIHO TaKOo€  CEPbE3HOE  OTCTYIUIEHHE  OT

MIEPBOUCTOYHUKOB, YTO MOKHO CTaBUTH BOIIPOC 00
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WX CO3HATEIIEHOM MPUTIOCOOJICHHUH 10T HEKOTOPhIE
YacTHBIE M OO0mmMe MOTPeOHOCTH (PaHITy3CKUX
KYPHAIUCTOB.

B nepenoxenun Texcra III. VYcmanosa
Ka3aHCKHKM KOHIEPT OWXCHBaJIbJa OICHEH Kak
«TOPKECTBEHHBII TIpa3THAK B JKU3HU
MYCYJIBMaHCKUX HapOOB» (Le Concert
symphonique donné par le compositeur Antoine
Eichenwald a été véritablement une féte solennelle
de la vie des peuples musulmans), Torma kak aBTop
Ha TaKue rI00aIbHbIe 0000IICHUS HE MPETSHI0BAIT
W TOBOPWJI O Tpa3JHUKE [axe He TaTapCKoro
Hapoza, a TOIBKO TaTapCKON MY3BIKH, IpudeM 0e3
BCAKOH ee cBsi3u ¢ BepoucnoBeranueM («Kuuo
YBIH MOT'bHOCE OETOH... TaTap MY3BIKACBIHBIH OCTa
KOMIIO3UTOP KalloMe OENoH MOHTeleK TakTara

SI3BLITYBIHBIH TaHTaHaJIbI Ooiipome UJIE»
[12, c. 135]). Hcnonn3oBanue MTOHSTUI
«MYCYITBMaHCKUH Hapoz (HapomsI)»,

«MYCYJIBMaHCKHE TOIMYJISILIN» BMECTO aBTOPCKUX
«Tarapbl», «BOCTOYHBIE HapOJbl» BCTpEUAETCS
TAaKKe B IIEPEBOJAX MAaTepHaJoB YMepoBa U
Koznosa.

[TooOHO# «ImpaBKe» COBETCKUX IyOJIMKAIUN
nepen KoHrepToM oT 30 HMIOHA IpeanecTBOBaIO
JOCTaTOYHO HINPOKOE HCTIONb30BaHNE
oTpeJIeNieH s «MYCYJIBMaHCKHUI» BO (paHIly3CKOi
rpecce, MOCBSIIEHHONW OCBEIIEHHUIO allpesIbcKOro U

aHOHCHPOBaHUIO HIOHBCKOT'O KOHIIEPTOB
A. DiixeHBaJbaa. ITosBunoce OHO Kak
aNbTepHATHBA OTIpeIeIIEHHTO «orientale»
(«OpueHTaNbHBINY», «BOCTOYHBIN»), KOTOpOE s
(paHIy3CKHX KYPHAIUCTOB OBLIO, BUAWMO,
HEIOCTATOYHO yOeIUTEIbHBIM. ABTOpBI

nyOnuKanuii Ha (pPaHIy3CKOM M aHIJIMICKOM
S3bIKAX HE MOMIM 3aMEHHUTh WM YIPa3aHUTh
ompezeneHue «orientale» B odunmanpHOM aduI-
HOM Ha3BaHWU ampensckoro koumepra («Concert
de musique populaire orientale»), HO, roBopsi 00
WCTIOJIHEHHON MYy3bIKE BHE KOHTEKCTa 3TOTO Ha-

3BaHMs, BMECTO OIpeeleHus «orientale» oHM
YOOTpeOIsIn ~ ompeneneHust  «ratapckas» (1o
npeoOajaHdio B MpOrpamMme),  «Ty3eMHas»,
«a3uaTCKasy, POCTO «HApOIHAN, oe3
KOHKPETH3aIlMd Ha3BaHUS HApOJa, IMEPeUHCIISIIH
STHUYECKYIO MPUHAATICKHOCTD HaIeBOB
(«mepcuackue»,  «y30€KCKHE»,  «TaTapCKUe»
MeCHN) WJIW PEruoHbl WX IPOUCXOXKICHUS

(«My3bIKa pETHOHOB, HanOoJee ONMU3KUX K A3UN»).
WroHbCcKMH KOHLEPT B NPOrpaMMKE HMEHOBAJICA
yxe He «KoHuepToM BOCTOYHOW HapOIHOMN
My3bIKH», a «KoHUepTOM HapoJHONW MY3bIKH
TaTap, KUpru3os, TypkoB U KaBkasay.



TATARICA: HISTORY AND SOCIETY

B mapmxckux pycckuX raserax cioBa «BOC-
TOUYHBII» (€r0 CHHOHHMM «OPHEHTAJIbHBIN» B Ia-
PIDKCKUX PYCCKHMX Tra3eTrax He IPUMEHsUICS) U
«Boctok» (mn «onmxknuit k Poccun BocTok», kak
TouHee cka3zaHo B wuHpopmamun «K kKoHuepry
A. DiixeHBaJb/Ia»), OCTABAIUCH B YHMOTPEOJICHHM,
HO HapsAy ¢ HUMH MOIYYHIIO XOKIECHHUE U ONpesie-
JIeHUE «MYCYJIbMaHCKHID». MHoroxparHo
MIOBTOPSISICh, OHO MOTJIO HEBOJIBHO MPUBECTH YUTA-
TeJed K OMMUOOYHOMY BOCHPHATHIO UCIIOTHAEMON
CBETCKOW HapOJHOHN MY3bIKH KaK PEJIUTUO3HOM.

VIMeHHO Ha Takol BOJIHE «MYCYJbMaHU3AIUI
BOCTOYHOM HApOJHON MY3BIKH OINPEACIICHUE «MY-
CYJIBMaHCKUI» BOLLIO U B TEKCTHI MEPEBOJIOB M3
COBETCKHX Ta3eT, TJle ero He MOTJIO ObITh B MPHH-
nune. Ecnu nmo kakuMm-to npudrHaM (paHIy3CKHX
nesiTeniell CMyIaNo TMOHATHE «BOCTOYHAS MY3BI-
Ka», TO B CIy4ae CChUIOK Ha TEKCTbI COBETCKHX
ra3eT yMmecTHee OBIIO OBl TOBOPHTH O MY3BIKE
TIOpKCKUX HapoaoB Coserckoro Coroza.

Koneuno, ynortpebneHue omnpeaencHus «My-
CYJIbMaHCKHi1», 0COOEHHO NPH CChIJIKax Ha COBET-
CKYI0 TIpecCy, BO MHOTOM HOCHJIO pEKJIaMHBIN Xa-
pakTep W, BBIBOJS 3HAYMMOCTb paHee HCIIOIHSAB-
muxcst 00padOTOK TaTapcKWX HANEBOB M3 Ipelie-
10B Bomkcko-Y pansckoro pernoHa Ha o0mue My-
CYJIbMaHCKHE TPOCTOPHI, NMPUIABAIO UM JPYroi
MacmTad ¥ Bec. DTO JOIDKHO OBUIO CIOCOOCTBO-
BaTh YBEJIMUYEHHUIO KOHLEPTHOW ayAUTOPHHU, KOTO-
past 0 MyCyJIbMaHCKOM MHpe Obl1a HH)OPMHUPOBA-
Ha, @ O COBETCKMX BOCTOYHBIX HapoAax U KOH-
KpPETHO O Tarapax — He o4deHb. Ho 3xeck Oblia U
BTOpas CTOPOHA BOIIPOCA — HE TOJBKO PEKIAMHOE
WCIIONIb30BaHUE ONPEACNICHUS «MYCYJIbMaHCKUil,
HO W u30eraHue ONpeAeNeHUs] «BOCTOYHBII», 3a
KOTOpBIM, KaK NPEACTaBISETCS, CTOST CEPbE3HBIC
npodjeMbl, O 4YeM TOHIET Pa3roBOp HECKOJBKO
TIO3XKe.

OcselieHue KOHUEPTOB A. DxeHBajgbda BO
¢paniy3ckoil 1 pycckoii npecce Ilapmxka Benocs ¢
pa3HbIX To3ulMi. Pycckue razersl Oucaiu o
caMOM A. DHxeHBajbAe, HHTEPECOBAINCH HCTOY-
HUKaM{ HapOAHBIX IECEH, HCIOJb30BaHHBIX WM,
MHOTOJIETHUM YTIOPHBIM TPYZIOM, BIIOKEHHBIM B
00paboTKy MaTepuaia, OTHOIIEHUEM K TBOPUECTBY
KOMIIO3UTOpa MyONUKM MU Tpecchl. DpaHiry3ckue
ra3eTsl, HE WTHOPHUPYS 3TH BOIPOCHI, OCHOBHOE
BHUMaHHUE yJENUIN COOCTBEHHO KOMIO3UTOPCKOU
pabote A. DiixeHBaibAa Kak NpOJOJDKATENsl Tpa-
UL PYCCKUX KJIACCUKOB.

[Napmxkckas pycckas ciyIiateiabCcKas ayanTo-
pusi, HHTEPECYIOINAsiCs My3BIKOM, MHOTOKPaTHO
BCTpEUaNach C UCHOJIb30BAaHUEM HAPOJHOW MECHU
B KPYIIHBIX CLEHMYECKUX U CUM(OHUYECKUX IPO-

93

U3BEJICHUSIX PYCCKUX KOMIIO3UTOPOB. 3HAKOMBI
OBLTN il M eAMHWYHBIC U [IUKJIHYECKHe 00paboTKH
HapOJHBIX MECEH AJ Iroj0ca WIKH Pa3INdHOIo COo-
craBa MHCTpyMeHToB. Ho B ciydae ¢ A. Diixen-
BaJIbJIOM JOCTATOYHO HOBBIM JUIA HEe ObLIO TO, YTO
B ITIOMCKaX MAaTEpUaNOB KOMIIO3UTOpP OOpaTHIICS HE
K YbUM-TO MYOJUKAIMAM, a COOMPA U 3alKChIBaT
MECHH Pa3HBIX HApOJIOB, IPUUYEM MHOW, HOBOW s
Hero KyibTypbl, cam. K cobuparensckoit pabore
A. DiixenBanpaa B [lapike OTHOCHITUCH C yBaXKe-
HUEM U MPUHHUMAJIH €T0 KaK 3HaTOKa Majo U3BECT-
HOW MIMPOKON MyONHMKe MY3BIKH MYyCYIbMaHCKHX
HapollOB — TaTap, KUPIH30B, TYPOK H MEPCHUSH
[14].

Ocoboe MecTo B 3TOM OTHOILICHHU 3aHUMAET
ctaths B. 3en3a [3], o koTopo#t yxe ObIT pa3roBop
B CBS3U C KazaHCKuUMH 1923 roma KoHuepTamu
BOCTOYHON My3blku. Ho mpumepsl BHUMaHUA K
3TOMY BOIPOCY BCTPEYAIOTCS U B APYTHUX Mare-
puanax:

«B Tlapuxe B Hacrosilee BpeMs HaXOJIUTCS
W3BECTHBI KOMITO3UTOP-3THOTpad AHTOH Alek-
CaHJIPOBHY DUXEHBANbJ, KOTOPOMY YAAJIOCH 3aIlU-
CaTh HEMOCPEJICTBEHHO W3 IMEPBBIX HCTOYHUKOB

«KoHIIEPT BOCTOYHOW HAPOAHOW MY3BIKH,
naHHbI 28 ampenst A. A. DWXEHBaIbIOM, TIpell-
CTaBIIsUT OOJBIIOW MHTEPEC C TOM TOYKU 3pEHUS,
4YTO M3 IEeCEH MYCYJIbMaHCKHX HapoaoB Poccuu
(Oomee 22 meceH), UCMIOTHEHHBIX B TOM KOHIIEPTE,
OOJIBIIMHCTBO 3amcaHbl JHWXEHBAIBIOM BIIEp-
BbIe» [12].

«Ipencrosmuii B cpeny 30 urons B 9 yac. Be-
yepa B Oosbiiom 3ane «['aBo» (4547, pro ne ns
Boacu) kKoHIIepT, MOCBAIIEHHBIH HAPOAHON MYy3bIKE
TaTap, KUPTU3LEB U TypPOK, NPEACTaBIISIET BbAAIO-
mumiicst uHTepec. Bee Bemm, kou OyAyT ucmosiHe-
HBI, OBUTH 3alMCaHBl U3BECTHBIM PYCCKHM KOMIIO-
3utopoM A. A. DiXeHBaJbAOM B OBITHOCTH €T0
Cpeln Ha3BaHHBIX HApoAoB» [13]

«Co3znaBiiiecss MHOTO BEKOB TOMY Haszaa Ha
paBHuHax Bonrwu, B mpearopesx Ypana, Ha Oepe-
rax Kacmus mecuu ommxHero k Poccun Bocrtoka,
OTpa)karoIre HAPOAHYIO TYIIY, YACTO BJIOXHOBIIS-
JI1 TBOPLOB pyCCKOM My3blkM: [ nMHKY, banakupe-
Ba, bopommna, Mycoprckoro,  Pumckoro-
Kopcakosa, u upe3 ux_Mpou3BeICHUS] CTAHOBWINCH
m3BecTHRIME W 3amagHoi EBpome. OmuH u3 co-
BPEMEHHBIX HAIIMX KOMIIO3UTOPOB, AHTSQH>

HaJIATh JIET CBOCH KU3HHU Ha COOMpPAHME TOINH-
HBIX TEPBOOBITHBIX MENOIWN TaTap, TYPKMEHOB,
KUPTu3[0B], NepCcUsH, 3alUCHIBasi UX C rojioca Ha-
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ponnbix meBloB U B Kpeimy, u Ha Bonre, u Ha
Kasxkasze, u B Typkecrane» [15].

MHoro mucany MapwKCKHe PYCCKHE Ta3eThl U
00 ycmexe «BOCTOYHBIX» KOHLEPTOB A. DHXeH-
Banbpaa B Yde, OpenOypre, Tamkenre n 0cOOEHHO
B Kazanu, nmoaTBepkaarlieM LEHHOCTh HCKaHUI
KOMIIO3UTOpa B HOBOH ISl HEro o0JIacTH TBOpUe-
cTtBa. Marepuaibl nepuoauyeckon nedaru Tarap-
ckoit ACCP [20], cBunmeTenscTByOMMNE 00 SHTY3HU-
a3Me TaTapcKoW MyONMKKW W €e HEeMOCpPEACTBEH-
HOCTH (HampuMep, YeTHIPHAIIIATUKPAaTHOE MOBTO-
penne o6pabotkm «Ka3 KaHaTh» M CTHXHUHUHBIE
IUBICKA B 3alie), BUAWMO, OKa3aJlud Ha MO3HAKO-
MHUBIIHUXCA ¢ HUMU XYPHAJIMCTOB CUJIBHOC BIICYAT-
nenue. IIbpITamuch OHM MO-CBOEMY OOBSCHHTH U
MPUYUHBl  CTOJb AMOILMOHAIBFHOTO TIOBEICHUS
CIIyILIaTEeNEe.

Hanpumep, aBtop crtateum «KoHuepT BocTou-
HOM HapoJHON My3bIKH KoMmo3uTopa A. A. Di-
XEHBAIIbJ]a» BUIUT UX B (PAKTE MIEPBOTO COMPUKOC-
HOBEHUS MYOJIUKH C CUM()OHUIECKUM OPKECTPOM,
WTPAIOIINM HApPOJHBIC TMECHH B Xy0’KECTBEHHON
obpabotke: «llocie MHOTHX JIET YIOPHOTO Tpyaa
OWXeHBaJIb]] XyI0KECTBEHHO 00paboTan 3Ty 3a-
JIEMOHCTPHUPOBAT B psifie CUMPOHUIECKIX KOHIIEP-
TOB TEepeJl CaMUM HapoJoM — ,,Co3AaTelieM™ 3Toi
My3bIKH. 110 cBHIETENBCTBY MECTHOM MPECCHI, ITU
KOHIIEPTHI MPOXOMINA C UCKIIOUUTEIEHBIM yCIIe-
XOM W 3HTY3Ma3MOM ciymiareneit. Jla u He mympe-
HO. Benp Mycynbmane, U Boobie Haponsl Bocro-
Ka, BIIEPBBIE 32 BCE CBOE CYIIECTBOBAHUE YCIbIXa-
JU CBOK  HApOJHYHO MY3BIKY M  II€CHIO
B XY/IO’)KECTBEHHOH 00paboTKe M B HCIOJIHEHUH
cuMmpoHnYecKoro opkectpa» [17].

OpHaKo TePBUYHOCTH KAKOW-IIMOO XYHOXKECT-
BEHHOW aKIMU He 00s3aTeNbHO COMYTCTBYET ee
YCIIENIHOCTh: MyOJIMKa, €CIM 3TO He mpodeccro-
HaJIbl, OOBIYHO KOHCEpBaTWBHA M HE Cpa3y BOC-
npuMMuYMBa K HOBOMY. llepBoe 3HAKOMCTBO C
cUM(POHNYECKOW MY3BIKOH B TaKHX OONBIIUX I0-
3ax, CKopee, TOJHKHO ObUIO BBI3BATh HEJJOYMEHHE U
OTTOPXKEHHE TaTAPCKOM ayIUTOPHH €Ile A0 TOro,
Kak mocine ctont MmnmonurtoBa-MBanoBa m Cren-
nrapoBa, ciM(OHUYECKOW KapTHHBI BuHOTpamoBa
W TaTapCKUX HApOJHBIX IIECEH IO0J aKKOMIIaHe-
MeHT (hOpTeNbsIHO, HAKOHEI-TO, HACTYITUT OYepeb
TaTapCKUX HApPOJHBIX IMECCH B YUCTO CI/IM(i)OHI/IT-Ie-
CKoil 00paboTke A. DiixeHBabA.

Hcxons Tonpko U3 TOro, 4YTo MHOTHE (M JaXe,
BO3MOJKHO, OOJBITMHCTBO TaTAPCKHUX CIyIIATENeH)
BIICPBBIC TPHCYTCTBOBAIH Ha CHM()OHUIECKOM
KOHIIEpPTE, YTBEPXIaTh, YTO TaTapbl B IPUHLHUIIC
«YCIIBIXaJH CBOIO HAapOAHYIO MY3BIKY U TIECHIO B
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XYAO0KECTBEHHOW 00paboTke W B HCHOJIHECHUH
CUM(OHHUYECKOTO OPKECTpa» BIEPBBIE B CBOEH
HCTOpHH, OBIIIO OBl TOXE HETPaBUILHO. Takue mc-
MOJHEeHUsT ObUTM, HO yclexa He MMelIH. JWXeH-
BaJIbJOBCKHM KOHIIEPT OBLT NIEPBHIM HE BOOOIIE, a
NEPBBIM YCIEIIHBIM. 1 yX COBCeM He clenyer,
UCXOJl U3 Ka3aHCKOW CUTyalllW, CUUTATh €e Xa-
pakTepHOH U i Bcero BocToka, u Al BCero My-
CYJIbMaHCKOTO MHpA.

HecomHeHHO, B TpaKTOBKE 3TOr0 BoIpoca 00-
nee yoeauTenabHa MO3UIUs aBTopa craThil «K KOH-
epTy DUXeHBabIa», OOBSICHSIIONIETO (TpaBaa, He
OUCHb BHATHO) YCIIEX KOHLEPTOB TBOPYECKUMHU
JOCTIDKEHHSIMH caMOro  Kommosutopa: «B  ero
rapMoHu3anuu, COXpaHﬂIOHICﬁ IMOJJIMHHOC MY3bI-
KallbHOE COJIep’KaHWEe U CBOEOOpaszHbIe (OpPMYIIBI
9THUX HAPOAHBIX MIECCH, OHU SBJIAIOT CBOIO KpacCoTy
EBPONCHCKUM CIYIIATENsIM, TaK jK€ KaKk ¥ BOCTOY-
HOM my0nuKe, Kak 370 ObL10, HarpuMep, B Kazanu,
rae KoHmepTel A. A. DiiXeHBajb/Ja BBI3BIBAIN TO-
psdee oJ00OpeHHEe MECTHOW TaTapcKOW medaT»
[15].

OTMeTHITH Ta3eThl U OONBIINON yCTeX KOHIepTa
BOCTOYHOM HapoAHOU My3bIkU B [Tapuxe:

«B 3ane ,,I'aBo* ¢ OONBIINM YCHIEXOM TIPOILTH KOH-
LEepTHI ,,BOCTOYHOM MY3bIKH®, IpHUHAJIEKAIIEH B 3Ha-
YUTEJIbHOM YacTH TBOpuecTBY A. A. DiixeHBanbjaa.
<...> Opanimysckas u pycckas npecca [lapmka equro-
cTBa TBOpuecTBa A. A. DHXeHBaJIbJ]a U HCKIIOUUTENb-
HBIN ycrex ero KoHmepta» [16];

«PaHbIlle BCcero MPHUXOMUTCS OTMETUTh, YTO KOH-
LEPT BIOJHE OMpaBJall BO3JAraBIINeCcs Ha HETO OXH1a-
HUS. 3aTeM — TI0XKaJIETh, YTO JIAJICKO HE BCE, JKEJIaBIINE
MoObIBaTh Ha 3TOM KOHIIEPTE, MOTJH MOCETUTh €ro, U
HafesIThesl, 4To A. A. DiiXeHBajb/ MOBTOPUT €T0 B Ha-
gaie Oymymero cezoHay [17];

«Konuepr kommnosutopa A. A. DiixeHBajipja, IO-
CBAIICHHBII BOCTOYHOH (MYCYJIBMAaHCKOW) MY3BIKE,
cocrosiBlumiics B bosnbiiowm 3ane ,,I'aBo®, mporen ¢ uc-
KIIFOYUTENIbHBIM XY10)KECTBEHHBIM YCIIEXOM.

<...>

[Tybnuka ycTpomsia TOpsIYyIO OBAIUIO, KaK TaJaHT-
JIUBOMY KOMIIO3UTOPY, TaK U apTUCTAM...

[To okonyanum koHIepTa A. A. DitxeHBanbaa Oma-
roJapuiau BUJHble npeactaButenu [lapuxkckoil koHCep-
Baropum» [18].

B orknukax Ha KOHICPTHI O0OBIYHO OTMEUAIACh
TAKXXC YCIHCIIHOCTb BLICTYHJ'ICHI/Iﬁ BCCX Yy4YaCTHHU-
KOB KOHIICPTAa MOMMEHHO, a OJHAXXABI OJlHA U3 IIC-
BHUII MTOJTyUWJIa U UHAUBUAYAJIIbHYIO XapaKTCPUCTU-

Ky:

«[IpemecTp W 3MOIMOHANBHAS TIIyOWHA HCIIONHsE-
MBIX HapOJHBIX TECeH Obljla MPEKpacHO BEHISBIIEHA HC-
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MOJHUTEISMU U HE TOJIBKO B CUMMETPUYECKUX IO ap-
XHUTEKTYpE 4acTsX, HO U B OOTaThIX peunTaTHUBAX.

[Ty6nuka, HarmoIHMBIIAS 3aJl, )KUBO MPUBETCTBOBA-
J1a Bcex apTucToB: - Koncyany HctBuk, Pancy Aspo-
BY, AHTOHUHY TuxoHoBY, IT. Bukropa Angory u ['pu-
ropus PancoBa. Hanbonpmmit ycnex umena A. TuxoHo-
Ba, oONamaromas CHIBHBIM M OYEHb TEIUIBIM MEIIIO-
companoy [12].

Bomnpockl My3bIKaibHOTO CBOE0Opa3usi HApOA-
HBIX HAalleBOB M HEKOTOPHIX HPHUEMOB pPabOTHI C
HAMH A. DWXEHBabJa CHCIHAIBHO 3aTParuBaroT-
csl TONBKO B cTaThe Bukropa Banbrepa «Konmept
BOCTOYHOM My3bIkU» [12]. Hckmouenue mpen-
CTaBISIIOT yXe YNMoMsiHyTas Bbime ¢pasa: «B ero
rapMOHHU3ALMU, COXPAHSIOMIEH MOIJIMHHOE MY3bl-
KaJbHOE COJIEpXKaHWE U CBOEOOpasHble (HOPMYIIBI
3THX HapOJHBIX MECEH, OHU SIBIISIOT CBOIO KPacoTy
€BpOIEHCKUM caymmarensM...» [15] u ee BapuaHT
n3 «BocTouHOM My3bIKHU»: «B erorapMoHHu3a-
OUUHM, JAENalOUHUMH HX JOCTYHNHBIMH
eBpOMmEeHCcCKOMY CHymaTenlo, COXpaHEHa
MOJUIMHHAS TT033HsI U CBEXKECTh YYBCTBA M CBOEOO-
Pa3HOCTh BBIPAXKEHUSI HAPOIHBIX TieceH BocToka»
[12].

Tekct crateu BanbTepa, Kak U TOIBKO YTO
MPOIMTUPOBAHHBIX (a3, MOX0X Ha JOCIOBHBIH
MEepeBOJl, CKOpee BCEero, ¢ (PpaHIy3CKOro s3bIKa
(ctpoenne Qpa3; «HATUTOHHAs TaMMa» BMECTO
«TIEHTATOHWKa» — (paHll. «pentatonicy; MPOCTO
«PUCYHOK», BHE KOHTEKCTa, BMECTO «MeJOoJuue-
CKHAW PUCYHOK» WM «Meloaus» — ¢paHi. dessin
(mélodique)»; «rapMOHUPOBATHY» BMECTO «TapMoO-
HU3HUPOBATH» U T. JI.) U HE BCErJa MpocT JJs BOC-
MPUATHSL.

«/cnionHeHHbIe B KOHLEPTE MECHU MOPAKAIOT
CBOUM MY3BIKAIBHBIM OOTaTCTBOM, Pa3HOOOpa3u-
€M ¥ OPUTHHAJIBHOCTBHIO, XOTS B HEKOTOPBIX CIIbI-
LIMTCS BO3JEHCTBHE PYCCKOM MECHU»
[12], — mumer Banprep n xKak 0co00 OpUTHHAIB-
HYI0O 4epTy Ha3bIBaeT TOCTPOCHUE OOJIBITHHCTBA
U3 HUX Ha 3ByKax O€CIOJyTOHOBOH IEHTATOHHKH.
OtcyTcTBHE B BOCTOUHBIX HAIEBax, B MPOTHUBOIIO-
JIOXKHOCTh €BPOIIEMCKONW M PYCCKOM TeCHE, BBO/I-
HOTO TOHA OH HAXOJIUT HE HEJIOCTATKOM, MeIIaro-
IIMM HCTIOJNB30BaHUIO €BPONEHCKON rapMoHu3a-
UK, a, Ha00OpPOT, KA4EeCTBOM, MOMOTAIOIIAM H3-
0exxaTh HEKOTOPHIX HEAOCTaTKOB E€BPOIMEHUCKOM
My3bIku. B cuny otcyrerBus 7-it (VII) ctynenn «B
MPaBUIBHO TApMOHU30BAHHON TaTapCKOM MECHE He
Oyzer Tex KamaHCOB (3aKIIOYEHHN), KOTOPBIE
JeNal0T €BPONEHCKYI0O MY3BIKY CTOJIb OZHOOOpa3-
HOIY, — cuntaeT oH. C ero Touku 3peHus, A. -
XEHBaJIbJ «C IIOJHBIM 3HAHUEM Jiejla TapMOHU3U-
poBan (y aBTOpa «rapMoHHpoBa». — FO. H.) Ta-
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TapCKUe MECHU M clieNnaj U3 HUX, B TOYHOCTH CO-
XpaHWB PHCYHOK (TO ecThb Menogwio. — fO. M),
MPEBOCXOIHBIE BOKAIEHBIE TIHECHD.

XapakTepusys cpencTBa, noMmoraronme A. Dii-
XEHBaJIby n30erartb MOHOTOHHOCTH «IpH pa3pa-
0oTke meceH», BanbTep Ha3bpIBae€T «OYEHb TOHKOE
Y UCKYCHOE» HMCIOJIb30BaHUE 1) KOHTPAaNyHK-
THYECKUX NMPUEMOB («OUYCHb H3SIIHBIC (Pu-
Typalud ¥ WMHTAIMM B aKKOMIIAHEMEHTE»), 2)
MOOYyNAUUN W 3) pa3aTUIHBIX TeMOpo-
BBIX Kpacok (GpoOpTenbsaHO.

«Ilocnmeaauit mpreM, MOJB30BaHUE TEMOpPAMH,
UTpaeT 0coOyr0 POJIb MPH CO3AAHUN OOJIBIINX ITHEC
JUISL OPKECTpa M3 HapOAHBIX TeM, KakK 3TO JAeJaln
I'munka, boponun, Pumckuii-KopcakoBy», — Hamo-
MUHaeT BanbTep U TyT ke, HECKOIBKO HEToCIe 0-
BaTeNbHO, OoTMeuaeT: «Bmecte ¢ A. JlaOuHCKuUM
aBTOPOM OBLIH CHITPaHBI HAa JBYX POSIISX ABE CIOU-
ThI DiixeHBanbaa. CyauTb 00 3THX BelIax HE B Op-
KECTPOBOM HCHOJIHEHHU TPYAHO, HO MHE OHH TIO-
Ka3aJIUCh MEHEe WMHTEPECHBIMH, YeM BOKaJIbHbIE
meecel: B Crowte XoTenoch Obl BHIETh Ooiee
CIIOXHYIO apXHTEKTypHYIO padoty» [12]. Bumumo,
roBopsi 00 MCKYCHOM HCIIOJIB30BaHUU TEMOPOBBIX
Kpacok (oprenbsHo, BansTep uMen B BUIY HE JBeE
CIOUTHI i1 (POPTENBIHO, a (POPTENMBIHHYIO Tap-
THIO 00pabOTOK HApPOJHBIX MECEH WM K€ HaIlew
CIOUTBHI MEHEEe MHTEPECHBIMHU, HECMOTPS Ha MCKYC-
HO€ WCIOJIb30BaHUE OPKECTPOBBIX KPACOK.

Otxmuku A. C., XK. b. JIe KomTa u JI. I'ymGep-
Ta Ha (paHIly3CKOM SI3BIKE OUYEHb JIAKOHHYHBI U
BCE BMECTE B3SITHIE 3aHUMAIOT 00beM He Ooiee
JIBYX MalIMHOMUCHBIX cTpanul [8], [9], [10]. Ho B
HUX 3BYYHUT >KHBasl, MOJIOKUTEIbHAS WM OTPHUIlA-
TeJbHAs, SMOIMOHAJIbHAS pEaKkIus Ha MY3BIKY
A. DiixeHBanpJa, a OLEHKA OTIEIbHBIX PE3yJbTa-
TOB €r0 TBOPYECKOW NEATENLHOCTU JAeTCs C IPO-
(heCCHOHANBHBIX MO3UIMA. DTH OTKIUKA MOXKHO
CUHTATh HACTOSIIUMU PEIECH3USIMHU.

«OHUM W3 TIOCHENHUX — U HE U3 MallbIX —
MyOJIMYHBIX XYJI0KECTBEHHBIX IPEACTABICHUN B
3ane ,,['aBo* ObuT (pecTHBaATL TATAPCKOW MY3BIKH,
Ha KOTOPOM IIOJy4WJia BBICOKYIO OLIEHKY CEpHs
nmpou3BeeHni T. AHTyaHa JWxeHBaimpaa» [8], —
numier Jle KomT, BocxXuiasich «My3bIKallbHOU
9KCIIpEcCHel HapoJOB, 3aKOHCEPBHPOBAaHHBIX B
cBoeil opurnHansHOCTH» [Tam ke). Ilo Tony cra-
TBbU BHJIHO, YTO aBTOP KOHIIEPTOM YAOBJIETBOPEH.
OH numer 00 OTKPBITHIX I ce0s COBEPIICHHO
HOBBIX MY3BIKJIbHBIX IIEHHOCTSX M HOBBIX PHT-
Max, WCITOJIb30BAHHBIX TaK, YTOOBI HPABUTHCS CO-
BpeMeHHO# 3moxe. Kak TOHKO 4yBCTBYIOIIMI 4e-
JIOBEK, OH OIIYTHJI B TATAPCKHUX HAIIEBaX MX HCTO-
pUYECKUN KOHTEKCT M BOCIPHHSUI TaTapCKUM Ha-
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POI Kak HAcCIECAHWKOB HEKOTJa OONbLION CIaBbl
[Tam xe] («Ha camoMm mene T. DitxeHBaIbI 0Opa-
LIAeTCSl K MYCYJIbMaHCKMM IOIMYJIIIUSAM PYCCKOH
CTENH, KOTOPBIE SBJISIFOTCS KUBBIMU NTaMATHUKAMU
JaJIbHEBOCTOUHBIX HA0EroB: OCKOJKaMH 30JI0TOMH
Opzapl MOHIOJIBCKUX IUIEMEH, KOTOpble YHHTHCXaH
u Tamepnan Benu 3a coboii Ha 3aBoeBaHNe EBpo-
IBD»).

Jle KoMT MHTYUTHMBHO OIIYTWJI B TaTapCKUX
HaIeBax TaKOe KadecTBO, KaK Moy (3HAYMUT, MOH
OBUI TakXKe W B ICHUU MCIOJHUTENEH!), U, HUYero
HE 3Hasg HU 00 3TOM CJIOBE, HU O €r0 CMBICIE, CY-
MeJI MOHATH BBIPAKAEMOE MM IYLIEBHOE COCTOS-
HHE TBOPLIOB TaTapCKOM HAPOJHOM MY3BIKH, I0O-
CTaBJICHHBIX B HOBBIE JUI1 HUX HCTOPUYECKHE YC-
nosus. Jle KoMt mucan: «On <OHXeHBanbI> Cco-
Opasl U BOpaBAy Ype3BBIYAHHO MpPEIECTHBIE MEJO-
JIH, B KOTOPBIX YYBCTBYETCS TPENET W BHOpAIHS
BCEll  HOCTaJbIMM 10  PONUHE  IPEAKOB-
KodeBHHUKOBY [ Tam xe].

«Kak BOCIUTaHHUK JIyYIIUX PYCCKUX I€laro-
roB U ocobeHHo Pumckoro-KopcakoBa, oH <Dii-
XCHBaIBI> OoJiee IPYyrux MOATOTOBJIEH K TOMY,
4TOOBI CHeNaTh COOTBETCTBYIOIIYIO OPKECTPOBKY
3TOM Ty3€MHON MY3BIKM: MOI JIH OH TakKXke He
MMETh BIIOJHE CHPABEIJIUBBINA 3aCIyEHHBIM yc-
IeX 32 1€P30CTh U HOBHM3HY CBOEH IONBIT-
KI», — TaK yTBEpP)KJAIOIEe 3aBepliaeT CBOM Kpat-
kue 3ameTku Jle Komt [Tam xe].

A. C. oueHuBaeT DUXEHBaNbAA KaK PYCCKOIO
KOMITO3UTOPA, «KOTOPBIA OCYIIECTBIAT O4YEHb
BaXHYIO 3THOTpadudeckyro paboTy, cobupas B
TedyeHue Oosee AecATH JeT BOCTOYHBIE MEJOAMHU,
poaoM u3 Tepputopuit oT Bonru u Ypana mo Kas-
ka3a u KpsIMa, OTHUM CIIOBOM, BO BCEX ITHUX pycC-
CKHX pEeTrHoHax, Hamboiee OMM3KMX K Asum» [9].
ABTOp, KaK ¥ HEKOTOPbIE JIpyrue MapHKCKUe Xyp-
HaJMCTBI, PUAEPKUBACTCSI MHEHUS, YTO «3TH Me-
JIOJIMU JAIOT MPENCTABIECHUE O TOM, A0 KaKOW cTe-
MEHU PYCCKHH (OJBKIOP MOABEPICS BOCTOUHOMY
BIUSHUIO M KaKy¥O JIOJTIO 3TOTO BIUSHUS HCIIBITaa
,lISITepka®, a W3 Hee, MpEXAe BCEro, PUMCKmMii-
Kopcakos n bopoaun, 3atem — Mycoprckuit». B
TO K€ BpEMS B TAKOW TUIIMYHOM, C €ro TOUKH 3pe-
HUS, OCOOEHHOCTH TaTapCKWX HApPOJHBIX HAIEBOB
[ToBomxbs unn Ypana, kKak HEOONBIION auana3oH
n OecripecTaHHOE KpYXXEHHE B Ipenenax TepLuH
WJIM KBapThl, OH YCMAaTPHUBAET «CIABSIHCKHUN Xapak-
Tep MY3BIKM C 0OJiee WM MEHEe BOCTOYHBIM OT-
TEHKOM, MPUCYTCTBUEM MM OTCYTCTBHEM YBEIH-
YeHHBIX ceKyHI» [Tam xe].

A. C. He Ha3pIBaeT MNPH 3TOM KOHKPETHBIX
MIPUMEPOB, MO3TOMY C HHMM TpPYJHO BCTyHaTh B
crop. Bo BcskoMm ciyuae, cpeay TaTapcKUX Harie-
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BOB, HCIOJB30BaHHBIX A. DWXEHBaJIbJOM, HET HU
OJIHOTO B AMana3oHe TEPLMU WINM KBapThl U TeM
Oosiee ¢ yBEIMYEHHBIMH CEKyHAaMH. B03MOXHO,
0COOCHHOCTH HAINeBOB Pa3HBIX BOCTOYHBIX HApPO-
JIOB aBTOP BOCIPHUHSI KaK XapaKTEPHbIE Ul JIFO-
00ro U3 HUX, a ONPECNICHNUs «BOCTOYHBIIN» U «Ta-
TapCKUi» Kak B HEKOTOPOM POJE CUHOHUMBI, XOTS
OBl B Ipefenax pa3roBopa 0 KOHKPETHOM KOHIIEp-
Te. Ho B 1aHHOM cityyae Ba)XHO HE 3TO, a TO, 4TO
A. C. oOparmnm BHUMaHHWE Ha HEKOTOpBIE Xapak-
TEpHbIE OCOOCHHOCTH, JEHCTBUTEIBHO MPHUCYILNE
psiiy BOCTOYHBIX, TOYHEE OJIMKHEBOCTOUHBIX, Ha-
IICBOB, U Ha B3aUMOBJIMAHHUE (WU IIOXOXKECTh B
OTJIENbHBIX TPOSIBICHUSX) PYCCKOM (ClaBsHCKOMN)
U Tarapckod (BOCTOYHOI) MY3bIKH. TpyaHO co-
MHEBATLCS B TOM, 4TO 3TH Habmogenus A. C. cue-
JIaHBl HAa OCHOBE JIMYHOT'O CIIyXOBOTO OTIBITA.

lapmonuzanuu A. DitxenBanpaa A. C. cunraer
BECbMa YAOBJICTBOPUTEIBHBIMU, HO TPaAHLIUOH-
HBIMH, TTO/IBEP)KCHHBIME O0Jiee, YeM, MOXKET OBITh,
3TO MoJlaraeT WX aBTop, Moje (1mabJoHy) cero-
pasiHero aHsA. COnpoBOXKICHHE NEHHUST aKKOpAa-
MU (QOpPTENbsIHO, UCIOJIB30BAaHKE «ammapara mpe-
JIOJUH, KaJaHCOB M JIPYTMX IIKOJBHBIX TPIOKOB»
€ro sBHO He YJOBJIETBOPSIOT, Iipu 3ToM A. C. mpu-
3HaeT MpobjeMy rapMOHHU3AalMU TIOYTH HeEpaspe-
mwuMor. st Hero caMmoro SIBJISIIOTCS ATaJIOHOM
cnocoObl rapmonuzanuu Jlsgoa winu CTpaBuH-
CKOT'0, U3 BCEX CPEICTB, «ynorpedisiembix B Poc-
CHM, €IWHCTBEHHO I03BOJISIOIINE OOHAXUTH Me-
Jouveckyro JuHM0. M U Bcex cTpaH mmpa 3T1a
MoJens ocraercsi celui, mpemIokeHHOH OTHOM
Komutacom» [Tam xe].

W3 ucnonnennsix npoumsseaenuid A. C. ymo-
MUHAET JiBa. APaHXUPOBKH LTS IBYX (DOPTETBSIHO
OH HAaXOJWUT MEHee MHTEPECHBIMH, YEM OCTAJIBHOE,
U YCMaTpHUBAET MX CMBICI TOJIBKO B TOM, YTO OHH
JIAIOT SICHOE TPEJCTAaBICHHUE, «K KAaKOW PyCCKOM
IIKOJIE MMEET OTHOIIEHHE T. OUXEHBANBA Kak
KOMITO3UTOp». JlocToiiHON ke 0cob0ro yrnomMuHa-
Husa A. C. HaxomuT mepcUaCcKyio mecHio («Otme
010116-010JTbY), «TpeTenTyIas IPo3pavyHOCTh KOTO-
poil cpa3y K€ BBI3BIBAET B NAaMATH MO3THYECKHE
crpoku “Treicstun u ogHOM HOUM » [Tam xe).

CaMbIM KpUTHYECKHM H3 (PAHITy3CKUX peIeH-
3eHTOB Okazaica JI. ['ymOepr. Ero ennHcTBeHHas
onoOpuTenpHas, 1a ¥ TO C OTOBOPKOH («cTapaics
cobupatby), (paza («Donpkinop asmarckoii Poc-
CHUH T'. DIXEHBaJIb/l CTapaJICsl COOMpATh ¢ Tepreu-
BOCTBIO U JII0003HATENLHOCTBIO, TOCTOWHBIMH IO~
xBasbl» [10], OoTHOCHTCS TONBKO K COOMpAaTENb-
CKOM JIeATeIbHOCTH KOMIIO3UTOPA.

AKKOMITaHEMEHTBHI, B KOTOpbIE A. DIIXEHBaJIb]
«HApAIWI BCE 3TU HapoJHble Menoauu», ['ymbept
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HaxOJIUT HE BIIOJHE aKKOMOJMPYIOUIUMUCS C Ha-
TIeBaMH, «IIapKUPOBAHHBIMU (THIIEPTPOPHpPOBaH-
HBIMH) ¥ 33JyMaHHBIMH TI0 yCTapeBIIUM paccCy-
JOYHBIM o0Opa3iiam» [Tam xe].

Ha Boctounple HapomHbie HameBHl |ymOepT
CMOTPHT CBBICOKA. «JTH MEPCHICKHE, Y30EKCKHe,
TaTapcKue IMECHU UMEIOT JJI1 HAC TOJBKO JIOKY-
MEHTaJFHOE 3HAUYCHUE, BCE OHU MOXOXH JPYr Ha
IpyTa, UX MEJOANH OTPaHUYEHBI TpeeslaMu YeT-
BEPTOI WM IATOM CTyneHEd raMMbl, U OHU OTJIU-
YarTcsd JAPYr OT JApyra TOJBKO OOJNBIINM WA
MCHBIIUM 3aUMCTBOBAaHHEM OPHEHTANBHBIX Ma-
HEep», — yTBepkaaeT oH [Tam xe].

A «4TO Kacaercs OCYIISCTBJICHHM T. DUXeH-
BaJIba JJIs IBYX (DOPTEHbSIHO», B HUX HET HUYETO
HOBOT0, HHANBHUIYaEHOTO... OHU TIPUHAIERKAT K
TOH LIKOJIE, KOTOPOX MBI CIUIIKOM MHOI'O OTBEJa-
au...», — maiet ['ymGept [Tam xe].

Kornma naumnaems uutath cioBa: «lcmonHe-
HHS ¢ 00JIee MM MEHee TajJaHToM IT. JIJaGMHCKOro,
Anpnoru, PaucoBa u r-x HctBuk, A3poBoit u Tu-
XOHOBOW OYKHBWJIM ITOT CEAHC WU JOCTABHIIU CITy-
maTensM eIUHOMYITHOE YAOBIeTBOpeHHe» [Tam
kKe], — HauMHaellb HAJACATHCS, YTO BCE-TaKU XOTh
gyro-to ['ymOepTy mokasanoce mpuemieMbiM. O
HaKo B MPOJOIDKEHHE (Ppa3bl aBTOP MOSICHSAET, YTO
VIOBIIETBOPEHHE,  TOJYYEHHOE  CIyHIATEIsIMU
(pycckumu >MuTpaHTamMHu?), ¢ €r0 TOYKH 3PCHHUS,
OBLIO YHOBIETBOPEHHEM «OT MBICIEHHOTO BO3-
BpallleH!s] Ha HECKOJIbKO YacOB HA POJAMHY, OT KO-
TOpOI1 OHU YK€ Tak JA0Jro oTopBaHbD) [Tam xe].

A. DlixeHBaibJ HE MPETEHAOBAJ HAa HOBOE
CJIOBO B €BPOICHUCKON aKaJIeMHUECKOH MY3BIKE U
JEHCTBUTEIHLHO  IOJIB30BAICS  TPAJAUIIMOHHBIMHU
CpeIcTBaMH MY3BIKAJIbHON BBIPa3UTEIHLHOCTH, HO
yIpeKaTb KOMIIO3UTOPa B 3TOM — 3HAYHUT COBCEM
HE MMOHUMATh IIeTH U 3aJla4u ero padoThl. Jleno He
B HOBaTOPCTBE WM TPAJAUIIMOHHOCTH MY3BIKAJb-
HOTO sI3bIKa C TOYKHU 3PEHUS IBOJIIOLMOHHOTO Pa3-
BUTHS 3aI1aJJHOEBPOIICHCKOW MY3bIKH, & B YMEHUU
HCIIONB30BATh TPATUITMOHHBIC U JaKE CaMbIe TPHU-
BUAJIbHBIE JUIsI €BPONEHCKOM, HO MOKa €1lle HOBbIE
JUIsl TAHHOM BOCTOYHON HApOJHOM MY3BIKAJIbHOMN
KYJIBTYpBI CPEACTBA, HE pa3pyIias IIPH dTOM Opra-
HUYHOCTH 3ByYaHHUs] HAPOJHbIX HAIIEBOB U UX IPH-
BBIYHOM JIJIs1 IpEACTaBUTENEH JaHHOU KYyJIbTYphI
oOpa3HocTH.

TpamunuonHoe s eBporeiickoro mpodec-
CHUOHAJIBHOTO MCKYCCTBa OBLIO CBEPXHOBATOPCKUM
JUTSL TaTapCKO# My3bIk. Ha mepBoHayasHOM 3Ta-
[€ Pa3BUTUSA HAIMOHAILHON NPodecCHOHATBLHOU
MY3BIKH Hapoj BOCIPHHHMAET 00paOOTKH HAIHO-
HaJbHBIX HAINCBOB HE KaK KOMITIO3UTOPCKUE OIIbI-
THI, & KaK COOCTBEHHBIC POJIHEBIC HAIIEBBI M HE TEP-
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OUT HU TEHW UX HACHIBCTBEHHOTO TMOJYHMHEHUS
HEBEIOMbIM €My YYEHBIM 3aKOHaM 4y)KOI'0 MHpA.
B To Bpems Tatapckas mpodeccHoHaJbHAs M Ha-
ponHas My3blKa elle HE MOLUIM KaXIas CBOUM
COOCTBEHHBIM IIyT€M W BOCIIPHHUMAJHUCh TaTap-
CKMM HapoAOM Kak enuHoe uesnoe. M meHHOCTH
00paboTok A. DiixeHBalbAa B TOM, YTO TaTapcKas
ayJquToOpUsl HE OTTOPrHYJA UX, IPU 3TOM OHH IO-
HPaBUWINCH U €BPONECHCKUM CIIyIIATEIsIM.

MecTo H31aHus HAMCAHHOM Ha aHIIIMMCKOM
of the Tartars» B «Musical courier» (AHTIHA?
Opannun?), kak ¥ BHUA u3naHus (razera? Kyp-
Han?), ocTaercsl Moka Heu3BeCTHbIM. Popmar BBI-
PE3KHU MMOXO0XK Ha KYPHAIBHBINA, HO BMECTO HOMeEpa
B BEpXHEM KOJIOHTUTYJE CTOMT Aara (8 M),
4TO, BIIPOYEM, HE OYEHb XapaKTEpPHO, HO HE HC-
KJIFOYEHO U B KypHaJIbHOM cepun [11].

H. ne boropu BocnpuHsiaa BOCTOUHbIEC HAEBBI
C HECKPBIBAEMOW CHMITIATHEH U MpOosBUiIa OOIbIIoe
BHUMaHHWE KaK K KOHIIEPTHOH Mporpamme, Tak M K
coOMpaTenhCKO M KOMIIO3UTOPCKON IesTeNbHO-
CTU caMoro DWXeHBajbAa. BCTpeTUBIIKNCH C HUM,
H. ne Bboropu, xak u B. 3eH3, 3anucana paccka3
DlixeHBanbpJa 00 UCTOPUH €ro OOpallleHHs K 3aIlu-
cu 1 00paboTKaM TaTapCKUX HAPOIHBIX HAIEBOB,
3a)UKCUpOBaB MpPU O3TOM HEKOTOPHIC JeTallu,
CBOEOOPA3HO [OTONHSIOMME WM YTOYHSIOIINE
OoJsiee pa3BepHYTOE H3JI0KEHHE aHAJOTMYHON Oe-
censl B. 3enzom. Uckpennuii unrepec H. ne boro-
pH K U30paHHOH TeMe OIIYIIAeTCsl HA BCEM MPOTS-
JKEHWH €€ CTaTbhH, C MEPEBOJOM KOTOPOH XOYeTCs
MO3HAKOMHTB YUTATENIEH MTOJIHOCTHIO:

«BOoNBIIMHCTBO CTpaH, 00J1a1al0IMX 0OraThiM
¢$oHIOM (ONBKIOPHON My3bIKH, BBIHOCHUT €€ Ha
CyJ UCKYLICHHBIX CIIyIIaTeNeil B HCIIOJHEHUH OTe-
YECTBEHHBIX apTHCTOB, Y€l TalaHT U YECTON00HE
(aMOMIIMM) CTIOCOOCTBYIOT UX BHIHTH 3a Tpe-
JeNbl HaMOHAIBHOM KyJIbTyphl. BoT mouemy
HaM CTaJld WM3BECTHBI 3ayHBIBHBIC IIECHU TPY3HH
KaBkaza. Ho y MHOrouucieHHBIX HapOIHOCTEMN
Cubupn HHMKOrAa He OBUIO HMHTEpIpeTaTopa.
Bomxckue Tatapbl, OamKUphl, Y30€KH — IECHU
9THUX HapOJ0B OBLIM TaK JKe Yy)XABIMU U HEU3-
BECTHBIMU OO0 HECKOJBKHX MNPEABIAYHINX BEUCPOB,
KaK U CaMO MX CYIIECTBOBAHHE B IAJEKHUX CTEIISX.

IIpodeccop AHTOH DiiXeHBabI, KOMIIO3UTOP
W jaupmwxkep U3 MOCKBBI, Hayall MHTEPECOBATHCS
9TOI HEW3BECTHOH (OJBKIOPHONW MY3BIKOW IIAT-
Ha/ALATh JIeT Ha3aJ Mocje BbIXoJa B CBET COOPHU-
Ka, COCTABIEHHOrO I'peuaHMHOBBIM", IECECHHbIC
00paboTKN KOTOPOTO, 10 00IIeMy NMPU3HAHKIO, HE

B Cm.: [19].
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MOXOAWIN Ha opuruHaibel. Korma aTa My3sika ObLia
MIpeICTaBJIeHa TPYIIE CBEMYIINX B My3BbIKE TaTap,
OHH CKa3aJiH, 4TO 3TO HAllOMHWHAET WM HX IECHH,
HO He ToxAecTBeHHO uM. [Ipodeccop DiixeHBanb]
CBOW M3BICKAaHUS Hadall MOCTIE 3TOTO.

[TepBoit OobmIOi MpobaeMoil OblIa IS HETO
npobaema oOuieHus ¢ nesaMu. JIydmrmMu U3 HUX
ObutH keHIUHBL JleticTBuTtensHo, Kopan <myi-
ma?> 3ampeniaer My>KYMHaM TeTh, U KaXKIbIH, KTO
MO3BOIISIET cebe TaKyto (PUBOIBHOCTH (JIETKOMBIC-
JIue), 3HACT, YTO He Oy/IeT JOMYyIIeH Ha MOJIMTBY B
medeTh. CliemoBaTelbHO, OBUIO HEOOXOIMMO HE
TOJIBKO TIO3HAKOMHUTHCS C JKEHIIMHAMH, KOTOpBIC
KIITU IO 00BIYasiM CTAPOT0 TYPEIIKOTO PEKUMA, HO
U HE MEHEe BaKHO OBUIO OBITh BXOXHM B X JIOMA,
TaK KaK OHU MU TOJIbKO TaM. 3aUHTEPECOBABIIMNIA
IpyIMIy NaTPUOTHYECKH HACTPOSHHBIX TaTap, Hpo-
(heccop DiixeHBaNIb] Yepe3 HUX ObUI MPUTJIAIICH B
JIOM OJHOTO W3 BBIJAIOIINXCS Ka3aHCKUX Tarap, y
KOTOpPOTO OBUIO MMIEeCTh <MY3BIKaJbHBIX / MY3bI-
KaJIbHO OJIapCHHBIX> xeH U (oprenbsino. OTTyna
€ro MPUTIACHIHN B JIOM OYCHb TTOXKHIIOHN >KEHIITUHBI
B APCK, KPOLICUHbIH ropofok'’, rie OH yciblman
HEKOTOpBIE M3 CaMBIX CTapbIX MECEH CBOETro Co0-
panus. UtoObl HE CMyIIaTh MEBHIY, OH OOBIYHO
CIIyIIajd W 3alHCHIBANl €€ W3 COCeNHEeH KOMHATHI.
Takum obpazoMm, Omaromapss CBOWM JApPY3bsiIM OH
noObIBa y Oamkup, IOTOM y UyBalleld, OJHON H3
PeAKUX HEMaroMeTaHCKHUX HapogHocTeit Cubupw,
MIPENICTABISIIOIIEH CMECh TaTapCKUX M IIBEICKHUX
KpoBeil. 3areM oH HampaBuica B Ilepcuio u cobu-
pan typenkue? IMECHH, TaK YTO Ceidyac ero KoJ-
Jekius HacuuThiBaeT yxxe 2000 meceH, 10 cux mop
HEW3BECTHBIX W HE 3ByYaBIIMX B 3amamHoil EBpo-
rie. OH u3ydan pa3IndHbIe SI3BIKU U THATIEKTHI.

OpHako 3amuch <HAMeBa™> TOJIBKO OTKphIBala
MpoOJIEMBI, C KOTOPBIMH CTOJKHYJCS mpodeccop
OUXeHBaJIbJ, TaK Kak MPOOJIEMbl TapMOHHU3AIIUU
rmeceH W moadopa aJleKBaTHOTO aKKOMITaHEMEHTa
Obun eme OOnmbmMu. ONATH-TaKW IMOJIarasch Ha
Ipy3ei, KOTOpBIE TIOSBUJINCH Y YIEHOTO Cpen Ha-
poaa, OH WUTpajl UM BCE, YTO COUYWHSII, M CIIPAIU-
BaJ UX MHeHHWe. M mponuio kakoe-To Bpems, Ipe-
JKJI€ 9YeM OHH IepecTalr C COMHEHHEM KadaTh ro-
JIOBaMH M TOBOPHTH: ,,DTO TIOX0XE Ha HAIIU Tec-
HU, HO He coBceM™. Pasymeercs, ObLIO CIOXHO
nobutecst Ha doprenbaHo 3¢dexra 3ByHaHus Ha-
POJHBIX HHCTPYMEHTOB: TyCJieH, TapMOHUKHA U 00-
Jie€ TPUBBIYHBIX YAAPHBIX HHCTPYMEHTOB, OTOH-
BaOIIUX MOHOTOHHBIA PUTM.

'y aBropa: Apck, Tertoun, Criacck. Tpu pasHbIX Ha-
CEJICHHBIX ITyHKTa, O KOTOPBIX, BUANMO, IILIa Pedb, CBE-
JIeHBI K omHOMY. — fO. U.
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VYcenex mpuiien toraa, xoraa npodeccop Did-
XEHBaJIB] TTOHST (HAIeN), Kak paboTaTth C IMEHTa-
TOHHOW TaMMO#i, TOZOOHOI TOH, YTO HCIIOIB3YIOT
KHATal1bl. My3bIKaHTBI IOCMEUBAINCH HAJl HUM, HO
OH CTOSUT Ha CBOEM, IOJydass OJI0OpeHHe CBOHMX
COBETYHMKOB-TAaTap. 3a 3TOH paboTOH U 3acTayia ero
pycckas pesomonus. B 1920 rony BHOBb chopmu-
pOBaHHOE TPAaBUTEIBCTBO TaTapcKOW pecmyOIuKu
pEInyIo, 9TO TOSBHIACH BO3MOXKHOCTH ITO3HAKO-
MUTBH Hapoj C TeM, KaKk B MCIIOJIHEHUU CUM(pOHH-
YEeCKOr0 OpKecTpa ero (oipkiIopHas My3bIKa
MPO3BYYHT B KOHIepTe. PaboTa Oplia BBITIOTHEHA,
u npodeccop DitXeHBaNb/ MPEACTABUI €€ Ha CY[I
CBOUX TaTapckux apysei. IlepBulil KOHLEPT U1t
TaTapcKol MyONMKH OBbUT AaH B OIPOMHOM 3pH-
TenpHOM 3aie Kazanu. Ciymiareny, ycisluiaB CBOU
POJIHBIE TIECHU B MCIIOJTHEHUU OPKECTpa, CBUCTENN
OT BOCTOpra, B TO BpeMsl KakK >KEHIIWHBI TUIaKaIH.
OnnHa w3 meceH ObUTa MOBTOPEHA YETHIPHAANATH
pa3. OTo OBUIO MCTOPUYECKOE COOBITHE, M TaKOe
SIBIEHUE TIOBTOPSJIOCH B KaXKJIOM MYCYJIbMaHCKOM
[IEHTpE.

B ucnonHeHuu ctonb 3amMeyaTeNnbHOW M UHTE-
pecHoii (onbknopHOi My3blkH B 3amagHoii EBpo-
ne mpodeccopa OiixeHBalbla MOAACPKAIN He-
CKOJIBKO OJNIECTSIINX WCMOTHUTENEH, KOTOphle, He
KOJIEOIISICh, M3Y4all TPYIHBIC S3BIKM U IKCKIIO-
3MBHBIC TapMOHHU. BmecTe ¢ HUMH OH Jan KOH-
uept B Ilapmxe, BbI3BaBIINI HEOOBIYAWHBIN WHTE-
pec.

CoBepiieHHO HEBO3MOXKHO ONUCATh 3THU TIECHU
C WX HEOOBIYHBIMH CaMOOBITHBIMH MEOAUSIMH,
KaK ¥ Ty TPYCTh, YTO IMPOHU3BIBAET OOJIBITHHCTBO
(GONBKIOPHBIX HareBoB. HexoTopwle W3 HUX Tpe-
BOCXOJIST 1O CBOeW kpacore apyrue. OnHa u3 Ta-
KHX — mepcuyckast necHs Otmé-Bul-bul, BocxuTu-
TEJIHHO HCITONHEHHAS Ha MEPCUICKOM SI3BIKE ame-
pukanckoil nesurieit Koncyamoit UctBuk (compa-
HO).

O HOYBb, TaKasl CBEXas U HEXKHasl, IPKOCTh cepeOpsi-
HBIX HeOec,

O apomar po3, CIaKue MeCHH COJIOBBEB,

YTo roBOPAT HaM O JTIFOOBU M HEKHOCTH.

Jpyras HCKIIOYUTEIBLHO KpacuBas, CHJIbHO
HanoMuHaromas (QoIbKIOPHYI0 MY3bIKYy Bennkoi
Pycu (Poccun), necust Ouz Behtcha Haramzi:

O Moe ycTaBliee cepaie,
Moe cep/itie miavert, pbIIaeT u CTOHET.

Ho camoe Onecrsiiee UCIONHEHUE U, CIIEI0BA-
TEeTHHO, HanOoJee CHIBHBIA P GHEKT OB JOCTHUT-
HYyT MajgaM AHTyaHeTTO THXOHOBOH, MeMIo-
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conpaHo MockoBckoil Onepsl, KOTOpoil ¢ oAMHA-
KOBBIM MacTe€PCTBOM yIAJIUCh U TPYCTHBIE, U Bece-
nble Menoanu. U cpenyu Hux Oblia OlHA U3 CaMbIX
KpacHBBIX TaTapCKuX neceH Esiulia iouziak:

YV KpOMKH BOJIBI
CIHBIIIHO MTeYaIbHOE IIEHHE
MasneHbKOH NTHYKH.

Jpyro#, monp30BaBIIeiicss OONBIIM YCIIEXOM
niecHeit Ovina Tiaftelaou;

XKepeOeHOK pe3BHUTCS B 3€IEHBIX MOJIAX,

A nMca pe3BUTCS Ha COJIHLIE.

TosbkO cupoTa, TUILIEHHBIA PaJOCTH U PafyLLHns,
3HaeT BCIO TSDKECTh U Topedb Oefl.

Heckonbpko nmeceH CHIbHO HAallOMUHAIHN MY3bI-
Ky kak Bemukoit (0omnboit), Tak u Manou Pycw,
KpOMe TeX, 4TOo, MO cloBaM mpodeccopa DHxeH-
BaJIb/1a, PYCCKHE KPECThSIHE KOMHUPOBAIN y CBOMX
coceielf, YbM TECHH JpeBHEe (QOPTENbSIHO U
CJIOKHBI HM3-3a MX COBEPIICHHON MmpocTOThl. BMme-
CTe ¢ MUaHUCTOM AulekcaHapoM JlabuHcKkuM HeKo-
TOPBIC H3 MCJIO)Z[I/Iﬁ 6I)IJ'II/I HCIIOJIHCHBI Ha OBYX
(opTEnBIHO, TEM CaMbIM €IIe Pa3UTENbHEE BbHIIB-
TS CaMOOBITHOCTh JaHHOM My3biku. Celdac, Ko-
raa Qpaniry3ckas myOiMKa ycibliajia 3TH NECHH,
npodeccop DWXEHBaNb] BEAET IEPEroBOPHI IO
MOBOAY IyOJUKAIMKA, IEPBON U3 KOTOPBIX TOJDKHO
OBITh W3JaHHE MYCYJIbMAHCKHX TECeH HapoJIOB
Bimxaero Boctoka»'” [11].

PesyabTarsi

Hcnonusas Ha MPOTSHKEHUN HECKOIBKUX Jecs-
TWJIETHH B Pa3HBIX TOPOJIaX CTPaHBI U 3a pyOeKoM
MPOTPaMMBbl, BKJIIOYAIOLINE CEpUH HPOMU3BEICHUH,
OCHOBaHHBIX Ha TaTapCKUX HApOJHBIX HAareBax,
A. DiixeHBaJp]l HE JOXKIAICS WX TMOBTOPHOTO HC-
nonHeHus B Kazanu.

JloroBapuBasich Ha MecTax O NMPOBEACHUH KOH-
LIEPTOB «BOCTOYHOW MY3BIKH», KOMIIO3UTOP TIPEA-
BapUTEJILHO 3HAKOMMJI OTAECJIBHBIX JAesATeNeH HiH
OTIpeIeJIEHHbIE MY3bIKAJIBHBIE KPYT'H HE TOJBKO C
camoi My3bIKo# (Tak O6buT0 B Ilapmxe), HO U ¢ OT-
3bIBAMH II€YaTH O PaHee NPOBEJACHHBIX KOHLEPTAaXx.
Ho ecnu B Ilapmxke cBepeHust 00 OT3bIBax KazaH-
CKHX JKYpHAJIHCTOB 0 KoHIepTe 1923 1. momanu BO
(bpanmysckne u3ganug, To B Kazanum o peakuuu
¢paniy3ckoil myoauku u ppaHIly3cKoi pecchl Ha
AHAJIOTUYHBIE MCIIOTHEHUSI HUKTO HUYETO HE 3Haj
¥ MHTEpeca K 3TOMY He MpOSBIAI. A CpaBHEHHE

'3 TTep. H. 3. IlaMCyTAHHOBOA.
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Ka3aHCKOM MPeCChl HE TOJIBKO C MaPIKCKOM, HO U C
TA(MINCCKON U TOMCKOH SIBHO HE B TIOJIB3Y ITEPBOMA.
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Onere xeamor — «1923 enma Kaszanna ysran Illopblk My3bIKachl CHUM(OHHK KOHLEPTHD)
MmokanaceHeH (Tatarica. 2022. Ne 1) moBambl. TukiuepeHy eueH Marepuan Oynbin, A. DiXeHBalb]
OenoH oHromo, Ilapmwxnarsl Llopelk My3bIKachl KOHIEPTHI TYpbIHIa YUT MJI OacManapblHIa JOHbS
KYProH peleH3usu1op hoMm  OosioMoNiop Xo3MOT HTS. ABTOpP apXHB 4YbIFaHAKJIApbIHA TAsHBIIL,
KOMIO3UTOPHBIH ~ TacTpollb  COAXSTIOpe  reorpadusceH  PEeKOHCTPYKLMSUIM. — MoKalono
A. DiiXeHBaJbIHBIH TaTap KbIPJIAPBIH JOHBIKYJIOM MOJOHHM KHMHJCKKS yblrapy OyeHda 33JeKie Sl
anbln Oapysl mcOarinana. Penensmsuiop hoMm 0GosutomMonopHeH 3uTonere O€NoH TaHBINIKAY, aBTOP
KOMIIO3UTOP My3BIKallb JaupanopHe haMm KoppecnoHneHTIapHbl Pocensine hom Tarap 6acMmanapsiHia
0AacBUIBII YbIKKaH OJsIIOMAIISp OCJIOH TaHBILTHIPTaH JAUTOH HOTHIKATS KHUIID.
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